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Statement of the problem. Some training in music is 
essential to all people who are planning to teach children 
from their earliest school experiences through the elementary 
level. Music is and has been an essential part of all 
teacher-training and elementary curricula; yet there have 
been very few curricula that have included courses in learn-
ing how to play the piano. The piano through its avail-
ability and versatility can be used for initiating and 
developing music training in students. It would seem that 
courses of study in learning how to play the piano can be 
developed by which the prospective teacher can acquire the 
necessary skill for his future work and at the same time 
assist in his own development and life enrichment. 
Justification of the problem. Since the development 
of the whole child has been emphasized increasingly as a 
primary objective in education, music education likewise has 
become more important. The child finds self-expression in 
singing and in rhythm. Frequently he learns his first school 
songs through his teacher 1 s voice. Pianos are easily avail-
able and are far more reliable; the child listens to true 
tones. Teachers can learn the fundamentals of the piano and 
acquire the ability to play for rhythms and children's 
singing by means of a six-months course of study consisting 
of two-three weekly class periods. 
The piano is the most effective way of introducing 
music education to the child because of its range and 
because it contributes both harmony and melody. Also, it 
serves as a basic musical instrument because it opens the 
gateway to the entire musical world. 
2 
From the standpoint of the prospective teacher, the 
piano experience can serve as an effective tool and a 
vi t alizing agent to awaken or deepen his own sense of r h ythm 
and mu s ic appreciati on which are necessary adjuncts to his 
work and personal developme n t. 
CHAPTER II 
REVIEW OF THE LITERATURE 
Music education has long been accepted as a part of 
the regular elementary school curriculum and has been 
included in many curricula of teacher8training institutions. 
The present problem of initiating and developing a course of 
study in the class piano is concerned not wi th the music 
majors of colleges and universities, but with elementary 
general classroom teachers from two viewpoints; namely, 
{1) the full development of the young people enrolled in the 
elementary school curricula in teacher-training institutions, 
and (2) more effective ways of teaching music in elementary 
grades. In addition to preteaching groups, the writer has 
the present responsibility of attracting teachersein-service 
in improving their music programs throughout the school 
systems of the state . · 
An understanding of the role of the class piano in 
teacher education may include three distinct areas; namely, 
the place music plays in a general elementary education 
program, the value of the piano in respect to the children 
and the value of a basic class piano course in teacher 
education. The present thesis is concerned with the third 
area. 
4 
In the review of the literature, the writer has 
attempted to seek out evidence of the value of (1) the piano 
as the fundamental instrument and a basic tool, and (2) the 
inclusion of music education for all elementary school 
aspirants both for their own enrichment and broader back-
ground and as a good preparation for more effective music 
programs in the elementary schools. 
The piano ~ the fundamental instrument and as ~ tool. 
In her article stressing the value of piano classes in the 
11 
school, Du Bois summarizes the piano as a fundamental 
instrument as follows: 
Piano instruction, as foundati onal music experience, 
contributes to the development of performance ability on 
any instrument, including the human voice. And perhaps 
most important is the fact that the piano is a tuned 
instrument. The problem of securing accurate intonation 
is eliminated. Second, in playing the piano, the student 
learns to hear harmonically as well as melodically. 
Third , it is possible to play the piano earlier than most 
of the other instruments . Fourth, most professional 
musicians are either adequate pianists or wish they were. 
The piano as a basic tool has been emphasized by a y 
number of writers. Chief among them, Bishop states: 
y 
Charlotte DuBois, "Piano Classes in the Schools," 
Music Educators Journal, 35:-27, January, 1948. 
y 
Dorothy Bishop, "Training the Classroom Teacher 
for Keyboard Experience, 11 Music Educators Journal, 43:69, 
February-March, 1957. 
5 
Perhaps the most constructive thinking has come from 
the piano instructors of colleges and universities who 
maintain that piano as a tool clarifies the basic fundae 
mentals of music. Piano will enable the teacher to hear, 
think and feel in three dimensions: melody, rhythm, and 
harmony. Once having used this tool, the teacher will 
continue to hear, think, and feel in this way whether or 
not a piano is available. With a background of basic 
piano, interestingly enough, teachers say they are able 
to make the transfer to simple instruments of the class-
room with complete understanding of the principles 
involved. 
11 
Van Bodegraven extends the value of the piano as a basic 
tool in pointing out that piano is not used so much to 
develop musicianship as it is to aid the teacher in every 
day situations. He says, "This is a necessary skill which 
can be taught when the emphasis is properly placed--when 
piano is taught as a tool subject." y 
Phelps suggests that teacher training institutions 
can produce more effective results by raising the musical 
standards and requirements and conseqaently n ••• each 
classroom teacher would obtain some skill in at least one 
basic instrument, in most cases the piano, plus a certain 
knowledge of music itself." 
y 
Paul Van Bodegraven, "Problems in Music Teacher 
Preparation," Music Educators Journal, 33:29, September-
October, 1946. 
y . . 
Roger Phelps , "Music in the Self-Contained Class-
room," Music Educators Journal, 43:38, February-March, 1957. 
6 
The inclusion of music education for all elementary 
school teachers in training. 
- 11 In justifying music education 
for all teachers, Weis states : 
. • • since certification is almost entirely based 
upon courses taken with these institutions, the responsi-
bility f or music training in the curriculum of the 
elementary teacher rests quite definitely with them. y 
Morgan supports this statement by saying: 
A successful teacher of music in the elementary grades 
needs to have as broad an academic and musical bac kground 
as is possible in the training period. The training in 
music should include both vocal and instrumental instruc-
tion. The extent of musical experiences should be such 
as to give a personal realization of the artistic, 
cultural, aesthetic, and spiritual values of music. 
11 
Morgan firmly believes: 
The teacher especially in the first three grades, 
needs to be able to play the piano sufficiently for the 
various music activities for these grade levels. After 
the children have learned to sing a song, an accompani-
ment played artistically is a great asset. 
Music education can aid immeasurably in enriching the 
individual life of young students as is evidenced by its 
effects on such factors as music appreciation, general 
Ezra H. F. Weis, The Music Preparation of Elemen-
tary Teachers in State Teachers Colleges (New York : 'I'eachers 
College, Columbia University, 1934), p. 59. 
y 
Hazel Nohavec Morgan, "Music and the Elementary 
School Teacher, n Education, 72:28, September, 1951. 
Ibid., p. 29. 
7 
11 
culture, social living and self-confidence. Wilson 
considers music as a necessity for self-enrichment and 
personal growth and further states : 
The teacher, first of all, must have a keen apprecia-
tion of music and a genuine love for it. Only such a 
person will develop a love for music in the child--a love 
that is made deeper through understanding. Such appre-
ciation is enhanced by knowledge and participation. 
A phase of musicianship which should be given added 
emphasis for the teacher of music is performance 
proficiency. It is through participation that one 
increases his understanding of the highest aesthetic 
qualities of an art and his sensitivity to these 
qualities. The scope of the program of music education 
today demands more than a balance between teaching 
ability and performance ability; it calls for the highest 
possible attainment in both. 
In regard to creating personal enthusiasm, music has 
?J 
an important place as Squire reports that music provides 
for creativity and happiness, for acquaintance with the 
peoples of the world and with beauty . He goes on to say: 
••• musical ingredients should be so delightful, so 
rich and stimulating, that the persons who experience 
the musical offerings will want to continue them through 
later life, making use of music as a source of continued 
and continuing satisfaction . 
Jl 
Squire lists some of the avenues to this appreciation: 
11 
Harry R. Wilson, " The Teacher of Music, u Education, 
59:532, May, 1939. 
y 
Russel N. Squire, Introduction to Music Education, 
(New York: The Ronald Press Company, 1952}7 p . 83.---
y 
Ibid., p. 48. 
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••• (1) through singing; (2) through playing and 
an instrument; (3) through responding appropriately and 
sensitively to various kinds of rhythmic patterns; 
(4) through reading music at sight, that is performing 
music from the printed page, or by memory; (6) through 
studying the construction of music and analyzing its 
form; (7) through learning about its history and its 
relationship to man's history in general; and (8) through 
studying the psychological and emotional effects of 
music on people. 
The importance of a good music appreciation can be 
ll 
seen through Seymour ' s observation. She tells us: 
. . . music aims to awaken this inner musical 
consciousness. 
Once this sense is awakened music becomes a practical 
help in education. It develops the power of concentra-
tion, in that one is forced to do the work himself. No 
one can hear for you, no matter how good a teacher he 
may be. It awakens what someone has so aptly termed the 
"submerged selftt which brings ab out the inward develop ... 
ment toward which all education is directed. In other 
words, it is a great freeing process, a practical means 
of awakening a sense of love, law, and order--the 
trinity of all freedom. 
Elementary teachers must have an additional skill, 
the ability to read music, in developing a music conscious-
Y 
ness . Meyers describes music reading readiness as the 
ability to interpret the music symbols immediately and 
automatically upon recognition. She lists the character-
istics of music reading readiness as follows: 
17 
Harriet Ayer Seymour, The Philosophy of Music {New 
York: Harper and Brothers, 1920), p. 22. 
y 
Louise Kifer Meyers, Teaching Children Music in 
the Elementary School (New York: Prentice-Hall, Inc., 19;0), p:-243. 
9 
(1) skill in singing; (2) an acquaintance ·with a wide 
range of songs that has come through actually singing 
them; (3) ability to read and understand words, which 
results from extensive experience and maturation; 
(4) feeling for note values gained through bodily 
expression of these values; (5) command of the medium or 
device to be used in harnessing the intangible q~ality 
of tone; and (7) a felt need for learning to read music. 
11 
Dykema points out that our schools must provide for inde-
pendent reading since he feels that the power to interpret 
the printed page is the only means of independence in the 
selection and performance of music. 
In bringing out the power of reading music easily and y 
fluently on the part of the amateur, Mursell stresses this 
ability as necessary equipment in order to enjoy and to 
participate in a variety of musical activities and experi-
J./ 
ences. Deutsch supports the ability of reading in saying: 
• • • teachers who give it an honest try will find 
that sight-reading is the most effective method of ear-
training and that it helps all students, including those 
who have inadequate musical development to cultivate a 
musical ear steadily. 
An appreciation of tone quality, rhythm and harmony 
y 
Peter W. Dykema, and Hannah M. Cundiff, New School 
Music Handbook (Boston: C . C. Birchard and Company:-I939), 
p. ). 
y 
James L. Mursell, nPrinc i ples of Music Education," 
Music Education, Thirty"fifth Yearbook of the National 
Society for the study of Education, Part II (Bloomington, 
Illinois : Public School Publishing Company, 1936), p. 4. 
Jl 
Leonard Deutsch, Guided Sight8Reading (New York: 
Crown Publishers , 1950), p. 25. 
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which is necessary to a teacher not only for the sake of 
music itself, but for other basic areas of school learning, 
can be acquired through music education. These basic 
characteristics of tone quality, rhythm and harmony have 
11 
been described in many ways . Berg describes tone~quality 
as: 
The sounds of various musical instruments have a 
distinctive quality of their own called timbre, which 
constitutes their individuality, and which is dependent 
ultimately no doubt, upon the atomic structure, the 
shape, and combinations of the materials in the instru-
ment . Timbre is the "voice'·' of an instrument and varies 
among instruments as greatly as the voice of each animal 
or person. This quality or timbre of an instrument or 
voice finds its explanation acoustically in the fact 
that a musical sound is a .compound of a considerable 
number of accompanying tones termed partials, overtones, 
or harmonics. Their relative strength and mixture vary 
with different substances and instruments, and produce 
characteristic qualities of tone. 
Tone quality, or timbre, too belongs to the class of tonal y 
color effects, and Mursell says that it has the same 
function in music as word colors have in poetry and: 
••• it is essentially an expressive agency, one of 
those components responsiveness to which helps to 
establish the mood-value or emotional meaning of a 
composition. 
11 
David Eric Berg, Introduction to Mus1c (Vol. I of 
Fundamentals of Musical Art, ed. Edward Dickinson. 20 vols.; 
New York: The-caxton Institute, 1926), pp. 47-48. 
y 
James L. Mursell, Education for Musical Growth 
(Boston: Ginn and Company, 1948), p. 4y:-
11 
11 
Ferguson makes the point that rhythm is everywhere in 
evidence and a mere thumping awakens an impulse of motion. 
He continues to describe it: 
• • • the consciousness of rhythm, which is apparently 
possessed only by human beings, is an awareness of 
measured time spaces, and of definitely recurring stress~ 
moments which mark those time spaces off into symmetrical 
patterns. The consciousness of rhythm is an indispene 
sable factor of musical thought. 
y' 
Reeder says, "Rhythm is unquestionably an important feature 
in the technical skill of playing the piano." 
21 
Seymour points out that harmony, a third element, is 
the law of order in music. He selects as an example: 
••• two chords; one clashes and jars, giving one 
the sense of unrest, while the other gives the ear and 
mind a sense of repose. All the elements of harmony are 
in both, and when we have used the principles of harmony 
the first will resolve itself into the second and be 
transformed. ---There are, in other words many elements 
which taken separately are unharmonic but when brought 
into the proper order by the application of the law, 
resolve into one Great Harmony. 
!i.l 
Moore describes its two aspects: 
.•• the vertical one , regarding each tone combina-
tion as a distinct musical impression, and the horizontal 
y 
Donald N. Ferguson, A Histor:y of Musical Thought 
(New York: F. S. Crofts and Company, 193bT, p. 31. 
y 
Bet a.h Reeder, The Singing Touch (New York: Galaxy 
Music Corporation, 1943), p. 63. 
JJ 
Seymour, 2£· cit., p. 52. 
!i.l 
Douglas Moore, Listening to Music (New York: 
W. W. Norton and Company, Inc ., 1937T, p. 99. 
12 
one, which deals with the separate melodies that go to 
make up the chords. The vertical aspect is the purely 
harmonic one; the horizontal one we call counterpoint, 
the science of melodic combination. 
Music Education can serve as a strong integrating 
factor in various areas of the professional school curri-
culum. Teacher training schools have directed a large 
percentage of the curricula to general education courses. 
A young student in a teacher training college steps from an 
environment of chords , rhythm, and harmony into an early 
literature course. From his own musical experience he 
11 
relives more vividly what Weeks points out: 
There is no more genuine link between any two fields 
than that between literature and music. Music and 
poetry are the twin arts, and since time immemorial the 
two have been closely associated . The most primitive of 
poetry is closely related to music, and early chanters 
were both musicians and poets . The medieval minstrels, 
troubadours, and minnesingers recited to the accompani-
ment of the harp or lute , and the poetry and music of 
the Greeks were so closely intertwined that one could 
scarcely be said to exist without the other. y 
Rasmussen tells us that all sounds in speech are found in 
the nursery rhymes~ 
The nice shaping of vowels and the sharp attack 
needed for the consonants are offered fertile soil for 
y 
Ruth Mary Weeks, A Correlated Curriculum (A report 
of the committee on correlation of the National Council of 
Teachers of English. New York: D. Appleton-Century Company, 
1936), pp . 22-23. 
y 
Carrie Rasmussen, Speech Methods (New York : The 
Ronald Press, 1949) , pp. 91-92. 
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growth in the varieties of rhythm and content which 
abound in the Mother Goose rhymes. Though voice improve-
ment may be the ultimate end sought, a pleasurable means 
to an end will not detract from the process, and these 
rhymes always interest small children. Other rhymes, 
jingles, words, phrases may follow. Then, classical 
literature--prose and poetry--will of course be faithful 
standbys for further voice and speech improvement. 
The rhythm of speech, as of song, is as much an 
integral part of its beauty as the other elements, and 
through the rhythmical grouping of phrases, in good 
literature, a sense of rhythm is perhaps more easily 
achieved than through any other means. 
Likewise, he will be far more insistent that his own 
school system will include a music program for he appreciates 
what music did for his own enrichment. By studying the 
history of the people, one can trace back through the 
centuries the roots of almost all lullabies. In this area 
y' 
Commins says: 
Like all folklore, the lullaby came spontaneously 
into being. The need for it gave it birth, and it grew 
with a vitality entirely its own as long as it expressed 
the thoughts and beliefs and feelings of the nation and 
race . So it has always been with folklore, of every 
kind, whether the form of expression is the nursery 
rhyme, t he fairy tale, the epic, the legend, the dance 
and the songs that tell of honor and heroism and love, 
the songs of seed and harvest, of rivers and trees and 
fire, of flowers and the heavenly firmament , and of 
birth and death. 
Music, which has been a medium to express the emotions of 
man from the earliest primitive days, has not been used to 
any extent by teachers of the social studies. The songs of 
11 
Dorothy Berliner Commins, Lullabies (New York: 
Harper and Brothers, 1941}, pp. 9-10. 
11 
the nations Bining says: 
• • • are so closely related to their history that 
they at least deserve consideration in a treatise on 
teaching the social studies. The teacher who can make 
use of music in the classroom uses a deeply emotional 
aid, enriches his subject, and enlivens his method and 
procedure. y 
Bining describes a phase of music education in: 
14 
The plaintive but rhythmic and Indian songs and 
melodies, the hymns of the colonial period, and the 
songs of the Revolution and of other crises in our 
history can be made direct aids to the study of American 
history. 
Music education can play an important part in the 
study of a foreign language, and because of this integration 
:Y 
with music, Anderson says that it leads to a richer and 
better rounded presentation of the language and foreign 
culture which is being studied. 
b!J 
Strouse tells us that children acquire an understanding of 
foreign cultures through the medium of the language and music: 
11 
Arthur C. Bining, Teaching the Social Studies in 
Secondary Schools (New York: McGraw-Hill Book Company, Iri'C., 
1952), p. 283. 
y 
Ibid., 284. 
Theodore Anderson, The Teaching of Foreign 
Languages in the Elementary School (Boston: D. C. Heath and 
Company, 19;3~p. 42. 
b!J 
Adeline K. Strouse, "The Place of Foreign 
Languages Study in the Elementary Curriculum, tt Education, 
75:519, April, 1955. 
15 
Songs help to teach correct sounds of foreign words; 
at the s arne time, the rhythm of the music helps to tt f'ixu 
the words. There are limitless possibilities for child-
ren to dramatize the words with appropriate gestures in 
such songs as tt Frere Jacques,tt "Ainsi font, font, font 
les petites marrionnettes," "sur le Pont d'Avignon," and 
"Jean Wagonasn-- "Savez-vous planter les chouxu teach 
greetings and names of parts of the body. Animal songs, 
ncocorico," "Le Coucou," and ~Les Crocodiles" delight 
everyone. "A Paris, a Paris sur mon petit cheval gris" 
suggests colors. 
.11 We profit from our colleagues in other lands and Rennick 
emphasizes the fact that: 
Because music of any nationality makes its home in 
any country that opens its heart to it, we stand to 
profit by studying each other's working conditions, 
traditions , methods , failures and successes. By so 
doing, we make a common body of knowledge available to 
all , and help to all. 
In Physical Education, music education plays an y 
important part. Dykema informs us that:· 
• • • the most common connection between music and 
physical training is found in the dance, ranging from 
the simple folk dance to the involved interpretative 
music that is being utilized more and more in our best 
schools. 
J.l Music and dance have one element in common and Murray _tells 
]] 
Esther Rennick, "Music to Unite Nations," Etude, 
71:58, December, 1953. 
?/ 
Peter W. Dykema, "Signif i cant Relationships of 
Music to Other Subjects,n Music Education, Thirty-fifth Year-
book of the National Society for the study of Education, 
Part II (Bloomington, Illinois: Public School Publishing 
Company, 1936), p. 31. 
)./ 
Ruth Lovell Murray, Dance in Elementary Education 
{New York: Harper and Brothers ), 1953T, p. 230. 
us i t is: 
••• rhythmic structure. Therefore, to indi cate 
rhythmic structure in dance, i t seems wise to employ 
musical notation, for it is an efficient system of 
representing time relationships of musical sounds that 
has developed over hundreds of years. .After children 
have learned these . symbols in music classes, their 
knowledge may be drawn upon to describe rhythmic 
relationships in dance. 
The f ostering of group spirit is a task of general 
11 
education and Eisenberg points to group singing as having 
magical power for bringing and holding people together. 
16 
y 
Group singing is valuable, according to Eisenberg bee ause: 
... it is a spontaneous, co~operative venture. It 
can unite, relax, quiet a group or arouse and ins pire 
it-~depending on the songs sung, the order of singing, 
and the spirit of the leader. 
Music provides group activities that contribute to individual 
11 
and school morale and Pitts points out that: 
By laughing together, enjoying together, working 
together, and expressing themselves musically together, 
pupils break down barriers set up by differences of age, 
size, sex, race intelligence, talent, interest and 
diversity of social background. To thrill with on e ' s 
companions in singing a majest i c Negro spiritual or a 
1J 
Helen and Larry Eisenberg, How to Lead Group 
Singing, (New York: . .Association Press, 195'7), p. 13. 
y 
Ibid., p. 12. 
y 
Li lla Belle Pitts, "The Place of Music in a System 
of Education ,n Music Education, Thirty-fifth Yearbook of t h e 
National Society for the Study of Education, Part I I 
(Bloomington , I llinois: Public School Publishing Company, 
19 36), p. 18. 
17 
hauntingly beautiful Hebrew melody is to pass some of 
the warmth of emotion engendered to the representatives 
of these races present. 
11 
Group activities of this sort, Boyden explains:· 
••• reveal music as the most social of arts; and, 
paradoxically, the individual preserves, as well as 
loses , his identity in a common effort to achieve 
emotional expression. 
Personal development depends in no small measure on 
a feeling of self-confidence and the latter is increased far 
more easily through the ability to sing or to play an 
instrument. A young teacher needs complete confidence in y 
herself long before she faces her own pupils. Dubois has 
noted: 
It seems not only desirable but imperative that the 
teacher be given an opportunity to pract ice in every 
subject she is expected to teach in the self-contained 
classroom. The teacher needs not only to underst and the 
child but to understand how he grows mus ic ally and h ow 
music affects his personality. She must provide a rich 
and varied musical environment which will foster his 
musical growth. 
By observation of, and participation in, guiding 
experiences in music education, the prospective teacher may 
21 
be awakened to the realization of its importance and Meyers 
explains that through these avenues it: 
y 
David D. Boyden, An Introduction to Music (New 
York: Alfred A. Knopf, 1956T; ~. 
?) 
Charlotte Dubois, 'tThe Musical Experience of the 
Classroom Teacher, " Etude, 73:51, May, 1955. 
21 
Meyers, ££• ci~., p. 195. 
18 
••• (1) gives them an awareness of the function of 
their courses in college, (2} gives them an awareness 
of the place music plays in the elementary school 
program, (3) makes it possible for them to accept the 
help of those designated to work with them in their 
actual teaching experience by making them aware of their 
comrnon puppose--to enrich the lives of all the children 
through music. 
If elementary schools are to have better music pro-
grams, the teacher-training institutions must prepare the 
future teachers with the best foundation in music education. 
11 
Weis has this to say: 
The states have placed the responsibility with the 
training institutions. Music can be made a requirement 
on the part of the state and teachers colleges. The 
curriculum can be enriched to include more music for the 
teachers themselves, better techniques for teaching, and 
acquaintance with activities now used in the enricrunent 
of the uublic school elementary curriculum. y ~ 
Weis continues: 
The elementary teacher presenting music in the grades 
must experience the value of music and sense the fitness 
of the subject as an educational medium. ---
There are many advantages for the pupils as well as 
for the teacher when the room teacher can teach the music 
of her grade efficiently. Especially in the first three 
grades, where much of the music is taught by imitation, 
the teacher's participation in group activities lends 
inspiration and zest to the whole program. 
3.1 
Brooks tells us what the prospective classroom 
11 
85. Weis, QE· cit., p. 
y 
86. Ibid., p. 
3.1 
Marian B. Brooks and Harry A. Brown, Music Educa-
tion in the Elementa.r~ School (New York: American Book 
Company,-Ig46), p. 12 .---- --
teachers first of all should have clearly in mind in order 
to understand the value of music education: 
a) the facts about childhood activity and what they 
imply for music education; 
b) the nature of learning and how its different 
types operate i~ music; 
19 
c) what constitutes the curriculum, and the place of 
music as one of its constituents; 
d) the essential nature of rhythm as the central 
element in music; 
e) the nature of the educative process and what music 
can contribute to its proper functioning to the 
best advantage of the child; 
f) the essential character of creative self-expression 
and appreciation as applied to music; 
g) the objectives of music education at the level at 
which she teaches, as well as its general aims 
at all levels of the elementary school. 
11 
Morgan describes music 11 as a means through which boys and 
girls can learn to play and work together; that it is a 
means through which better citizens can be developed." y 
Morgan further states: 
The training in music should include both vocal and 
instrumental instruction. The extent of musical experi-
ences should be such as to give a personal realization 
of the artistic, cultural, aesthetic, and spiritual 
values of music. 
J/ 
Music is in a unique sense a social art and Mursell believes: 
17 
Hazel Morgan, "Music in General Educ e.tion," Music 
in American Education, Music Education Source Book, No. II, 
ed. Hazel Nohavec Morgan (Chicago: Music Educators National 
Conference, 1955), p. 4. 
2/ 
Ibid., p. 28. 
Mursell, ££· cit., p. 7. 
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School music experiences have great value for the 
general social development and adjustment of the child. 
Making music for others and making music with others 
may be the means obviously whereby he acquires poise, 
gains a feeling of responsibility, and learns valuable 
lessons of cooperation. 
Music education for the prospective teacher should 
include all the aspects of music instruction, history, 
appreciation, theory, and performance. These experiences 
are necessary for a sound music program and Jeffers 11 
explains: 
The critical knowledge a student gains, his partici-
pation in performance and in listening to music, his 
studying of the composing of music are all potentialities 
leading to a heightened aesthetic experience. It is 
from this subjective, unmeasurable experience that human 
values, and hence educational values, flow. 
Only when a parson has himself felt the unbounded joys of 
expression in music can he have real enthusiasm for giving 
?J 
children these experiences as McLellan explains: 
• . • through inspired and thoroughly prepared 
teachers can we hope to give every child who grows up 
in America the heritage which is his and the means for 
self~fulfillment which it is our duty to provide. 
1J 
Edmund V. Jeffers, Music for the General College 
Student (New York: King ' s Crown Press, 1944) , p. 113. 
?J 
Beth McLellan, "Music for Elementary Teachers," 
Music Educators Journal, 35:46, April, 1949. 
21 
Review of the accepted objectives in music education 
applicable to an effective basic curriculum preparing 
11 
teachers for elementary school music teaching. Mursell 
divides music education into three areas in relation to 
teacher preparation and lists its objectives: 
I. Psychological Principles of Music Education. 
17 
1. The Music Program is an Organized Opportunity 
. for Esthetic Experience. 
a. Music education would provide for increasing 
awareness, interest, and insight regarding 
music. 
1. We must have listening. 
2. We must have singing and playing of music. 
3. We must have creation. 
b. Music education should give the pupil a 
vehicle of universal emotional expression. 
2. The Music Education is an organized Opportunity 
for Social Experience. 
a. School music experiences have great value 
for the general social development and 
adjustment of the child. 
b. Many musical~mental skills are notable 
subject to social facilitation. 
3. The Development of Technical Mastery Has a 
Necessary Place in Music Education. 
a . Every skill, mental or motor, should be 
learned for the sake of its expressive use. 
b. All technical skills are acquired best and 
most rapidly in connection with musical 
problems and not through schemes of formal 
drills. 
c. The teaching of the various techniques 
should be associated closely with growth 
in musical insight. 
4. The .Acquisition of Knowledge about Music Has e_ 
Proper and Necessary Place in Music Education. 
Mursell, ££· cit . , pp. 4-16. 
II. Social Principles: The Place of Music in Social 
Life. 
1. Music is a Pursuit Available in a Variety of 
Significant Social Situations. 
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a. Music is an import e_nt agency for the enrich-
ment of home life. 
b. The music program should have definite out-
comes in the Church and the Sunday School. 
c. The music program should be planned for 
definite outcomes in secular com~unity 
music. 
2. Music is a Pursuit Open to Most Persons. 
3. Music Activities That Will Transfer to Social 
Use Should be Fostered. 
4. Standards for Sequential Activities. 
1 . Sta.ndards Should be in Terms of Musical 
Achievement. 
2. A Valid Sequence of Tectmical Progress in 
Music Should be Provided. 
3. A Music Program Should be Planned as an 
Important Agency for Musical and General 
Mental Growth. 
4. A Program Should Provide Proper Recognition 
for Individual Differences and Needs. 
5. The Music Program Should be an Organic 
Whole, Increasing in Diversity and Mastery 
with Advancing Grades . of the School. 
III. Economic Principles and the Music Progra~. 
1. Music Education Cannot be Provided Adequately 
by Private Instruction. 
2. Schools Must Stand Committed to Group 
Instruction. 
3. Reciprocity Must Exist Between School Music 
Teachers and Private Teachers. 
a. An effective program of school music educa-
tion should engender and stimulate a 
demand for serious and effective private 
instruction . 
b. Serious and effective work with private 
music teachers should receive ample and 
ungrudging recognition by schools. 
1.1 
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Music Education through Class Piano. Kiely has from 
his review of the literature pointed out that music education 
has been accepted as an essential part of the elementary 
school curriculum and that it is within the capabilities of 
most classroom teachers to teach functional music. 
An examination of the extent that class piano is used 
for pre~teacher training has been given by Burrows 
y 
First, the good piano class encourages an enriched 
activity program. It includes song singing, and extends 
the song approach through an application to the visual 
and tactile sense of the keyboard. 'I'he piano lesson 
increases rhythmic, dynamic, and musical mood perception 
through the use of physical response to music. The 
creative sense--in performance, and creative listening- -
is an important part of the piano lesson. Through this 
broad activity program, the piano lesson teaches the 
fundamental skills of reading and harmonic background 
which makes participation so much richer. 
Secondly, the interrelationship of various parts of 
the music program and of other school experiences is 
encouraged in the piano lesson. 
Finally, the piano is fundamental to all music 
education. 
Needs of students may be taken care of with some real 
)) 
success by means of a class in functional piano, as Waller 
explains:: 
11 
D. K. Kiely, "An Evaluation of the Competence of 
Beginning Elementary Classroom Teachers in Music Theory and 
Singing in Various ':I'eacher 11raining Institutions of New 
England" (unpublished Ed. M thesis, Boston University, 
Boston, 1956) , pp. 10,14-19. 
y 
Raymond Burrows, nPiano Study a Fundamental, 11 Music 
Educators Journal, 34:54, September-October, 1947. 
:J 
Josephine S. Waller, · " Teaching Fuftctional Piano," 
Music Educators Journal, 35:48, April, 1949. 
Functional, in this connection, simply means usable . 
To work with children, teachers must; have enough f ac ili t;y 
to play accompaniments as found in the various songbooks 
published for use in schools.---They must be able to 
transpose simple melodies and accompaniments, to 
harmonize simple melodies---and to read well at sight. 
They must have a memorized repertoire of easy piano 
pieces for rhytrunic work. 
Piano class teaching especially for beginning students, is 
11 
not a new thing in this country and Hood points out the 
fact that: 
Group teaching of piano students has been a regularly 
accepted procedure in many schools and private studies 
for several decades. But in recent post~war years, the 
recognition of the piano class as a regular part of the 
school program has increased by leaps and bounds. 
In the mind of a good, wide~awake teacher, piano 
classes have three important values: 
1. Music becomes truly functional 
2. Piano classes establish a basis for future musical 
activities. They lay a foundation for intelli-
gent musicianship,--
3. Piano classes help discover and send on their way 
to further study the piano players of the future. 
Class Piano Teaching is not new in Europe or the United y 
States as Scanlon asserts, ttWhen Mendelssohn was director 
of Leipzig Conservatory, students received group instruction." 
He goes on to say, "As for the United States, the class 
piano movement began in the early days of the best known 
J! 
conservatories." Scanlon adds: 
y 
Marguerite V. Hood, ''Piano Instruction Moves into 
the .School Classroom," Education, 69:413, March, 1949. 
y 
Mary Browning Scanlon, "Eurythmics and Class Piano 
Instruction," Music Educators Journal, 21:16, February, 1935. 
Ibid. 
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Class piano study is not simply concerted playing. 
It is participation in group ac ti v ity comparable to 
academic schoolroom procedure and the psychologic basis 
is similar. 
Class instruction provides a socialized situation which 
11 
Eldridge describes as "stimulating and also furnishes a 
valuable audience situation. tt In the ensemble work, there 
are developed habits of cooperation as Eldridge explains: 
••• for example the playing of certain instrQments 
well; appreciation of the abilities of others is 
fostered and better standards of musical taste are 
gradually developed. y 
Lambson feels that the piano curriculum can ful f ill music 
education objectives as surely as the vocal and instrumental 
curricula and says the piano class " provides the student 
with a means of improving fundamental weaknesses of music ian-)} 
ship." Boston states one of the motivating ideas in intro-
ducing class piano as an integral part of the elementary 
school curriculum was 11 to provide stimulation and enrichment 
y 
Miriam Eldridge, U:Music Education for Better 
Citizenship" (unpublished Ed.M thesis, Boston University, 
Boston, 1940), p. 184. 
y 
A. B. Lambson, "Accompanying: Its Place in the 
Curriculum, 11 :iV1usic Educators Journal, 44:73, September-
October, 1957. 
)} 
Paul Boston, nclass Piano as an Integral Part of 
the Elementary School Curriculum, " 'I'rave ling the Circuit 
with Piano Classes (Chicago: Music Educators Nat i onal 
Conference, 1951), p. 5. 
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of the music program." Another statement in regar d to piano 
11 
class organization is expressed by Landau : 
The Piano Class seems to be gaining in popularity as 
a topic for discussion at conferences of music educators. 
This is a healthy trend in that it reflects a growing 
realization of the role of applied music in our schools 
and colleges. 
This unique situation of having large groups taking piano 
lessons has presented the opportunity to experiment and 
determine if such large group teaching is practical and 
?J 
Stout tells us that it is and the results are gratifying. 
continues to explain: 
••• the enthusiasm of the students and complete 
lack of inhibi tions are both very noticeable in these 
.groups. No one feels conscious nor is anyone arraid of 
making mistakes, permitting complete relaxation in the 
joy of playing the piano. From simple rote songs in all 
keys, the class progresses to easy arrangements of the 
c lassics, Christmas carols, folk tunes with simple 
chording. 
)_/ 
Frisch informs us of another purpose of group piano 
instruction in the schools; it "follows a basic principle of 
ll 
Victor Landau, nsome Opinions on Piano Class 
Organization and Pedagogy," Music Educators Journal, 41:70, 
February-March, 1955. 
y 
George Stout, "Adults Discover Piano Classes," 
Music Educators Journal, 40:54, June-July, 1954. 
)_/ 
Fay Templeton Frisch, ltPiano Instruction in 
American Music Education," Music in American Education, Music 
Education Source Book, No. II, ed-.-Hazel Nohavec Morgan 
(Chic ago: Music Educators National Conference, 1955), p. 189. 
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American education in offering equal opportunity to every 
student to explore vocational and avocational interests." 
She further states: 
It offers an enriching experience in the personality 
development of every student and contributes a founda-
tion for future specialization in music. It supplies 
another means for creative self-expression and for the 
acquisition of desired skills in music-making. It 
compliments and strengthens the vocal and instrumental 
music program of the schools. 
11 
Mursell tells us that actual experimentation on a real 
instrument is enormously better in every way than problem-
izlng with a keyboard diagram and gives us some of the 
advantages of the pianistic approach to tonal relationships: 
• • • the keyboard is a complete graphic representa-
tion of tonal relationship, including accidentals , it 
represents everything directly where the sol~fa and 
kindred systems represent tone only conventionally: its 
use directly enlarges the pupil ' s musical experience 
through music-making in another medium. 
The piano class brings an important phase of education into 
the schoolroom where its relation to other parts of the 
learning job will be better understood and is described by y 
Burrows 
It facilitates the correlation of piano study with 
song singing, music appreciation, bodily response to 
y 
James L. Mursell and Mabelle Glenn, The Psycholog:;y 
of School Music Teaching (New York: Silver Burdett and 
Company, 1931), p. 167. 
y' 
Raymond Burrows, ucan High Standards Be Attained 
in a Piano Classf,u Education, 56:547, May, 1936. 
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music, and, in fact, with the entire program of school 
music. 
11 
Burrows tells us that the piano is a great help in H·music 
reading, harmony, and creative compositionu which are among 
the fundamentals taught through the piano class. He 
continues to say : 
A further value of the piano class is the support 
it can give to other areas of study, particularly 
English, social studies, foreign languages and physical 
education. y 
Piano can contribute to the creative program and Burrows 
explains: 
The piano class provides both a 
start this creative process and to 
group some of the creative efforts 
motivated in the singing lesson. 
convenient place to 
continue in a smaller 
which have been 
J.l 
In order to gain rapid reading at the piano, Krongard tells 
us that it deals from the start with harmonic progressions 
in many keys, and direction and shape reading. The student 
learns to recognize the combinations on the keyboard, then, 
in notation resulting in rapid reading. By doing this: 
]} 
Raymond Burrows, "The Why and How of Class Piano,•• 
National Education Association Journal , 38:36 , January, 1949. 
y 
Raymond Burrows, Piano in School (Chicago: Music 
Educators National Conference, 1949), p. 5. 
JJ 
Hyman I. Krongard, '•Rapid Reading at the Piano,n 
Music Educators Jo~al, 36:54-55, February-March, 1950. 
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.•• he starts, taking note of the key, t;he chords 
and their figuration, the general direction and shape, 
the sequences and repetitions. He knows the advantages 
of doing this.---He develops the ability to keep going , 
to maintain the general shape of the piece even if some 
notes are left out or p layed incorrectly. This is best 
attained in some form of ensemble where the student must 
keep up with the group.---The missed note is not noticed, 
whereas to stop, or falter, would be ruinous. 
The class piano has been justified by its success in 
.11 presenting the elements of music, as indicated by Becker in 
the following quotation : 
Sightereading of music is aided tre mendously by an 
understanding of the piano keyboard. 
Steps and half steps come alive under the fingers . 
Scale construction, with subsequent key signatures 
is meaningful and intriguing when appro ached at the 
keyboard as a mathematical pattern of steps and half 
steps. 
Another area of importance to the piano class is the appre-
Y 21 
ciation of music literature. Morgan , and Frisch believe 
that music literature can be developed both within the 
piano class and through additional activities inspired by 
the class. Class piano study enables the students to learn 
y 
Evelyn Waltman Becker, '~Piano Classes: For 
Elementary Teachers As Well As Children," Music Educators 
Journal, 36:48, April-May, 1950. 
Hazel Nohavec Morgan, nProeedures and Outcomes of 
the Piano Class ," Music Education Source Book (Chicag o: 
Music Educators National Conference, 1947r;-p. 86. 
Fay Templeton Frisch, Calling All Piano Teachers 
(Chicago: Music Educators National Conference, 1949), p. 86. 
• 11 
to work together for Gearman explains: 
• • o it enables them to play for each other as a 
natural, everyday thing . It enables the teacher to 
save time and yet teach better the basic fundamentals 
of musicemaking at the piano. 
:?} 
Because the piano is a pitch instrument, Frisch believes 
it: 
30 
• • . offers the best and the easiest way of 
acquainting children with pitch and tonal relationships . 
Singing and playing tones will help develop a lt1istening 
ear" which will help the "out of tune" child to sing on 
pitch. 
3.1 
Frisch also stresses the point that class piano lays a 
foundation for advanced musical experience through "the 
development of a real interest and love of music , broad 
musicianship and the ability to read fluently, and through 
the acquisition of adequate technique . " Specific needs can 
!±/ 
be met through class piano and Du Bois points out that it 
should be a part of the musical equipment of room teachers 
17 
Ronald Gearman , "Combined Class and Private 
Lesson, " Music Educators Journal, 37:51, February-March, 1951. 
y 
Fay Templeton Prisch, "Keyboard Experience and 
Class Piano Teaching , " Music Educators Journal, 40 : 25, 
January, 1954. 
3.1 
Ibid . , p. 26 . 
!±/ 
Charlotte Du Bois, "Elementary College Piano 
Classes," Music Education Source Book (Chicago: Music 
Educators National Conference, 1947)7 p. 92. 
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and as a basis for a desire to explore ttThe Arts." 
11 
Morgan expresses his belief that "the piano class 
contributes to the discovery of musical talent; and, on the 
part of the individual, to his increased personal enjoyment, 
individual growth." Therefore, the piano classes, according y 
to Hood , should not be something set apart from the rest 
of the school music program but should be part of it corre-
lating with singing and creative rhythmic activity. 
:v 
Hamilton points out that "class instruction may 
conduce profitably to the ability to perform, •• and because 
b!J 
of this experience Bowman tells us "self-expression is 
broadened , the creative desire is aroused and the interest 
in music and its meaning is enlivened.t' 
11 
Morgan, ££· cit., p. 85. 
y 
Hood, ££· cit., p. 413. 
ll 
Clarence G. Hamilton, Piano Teaching Its Princi~les 
and Problems (Boston: Oliver Ditson Company, 19IOT, p. 13 • 
l±l 
IVIrs. M. H. Bowman, uThe Value of Class Piano 
Instruction, " Education, 54:87, October, 1933. 
PIANO KEYBOARD 
CHAPTER III 
COURSE OF STUDY 
LESSON I 
Step 1 
The staff consists of five lines and four spaces. 
3 
4 3 
2 2 1 l 
Bar lines · divide the staff into measures . 
I I I I 
A double bar indicates the end of a section or composition. 
I II 
T f
.) . .) .,d . This is the reble Cle s1gn an 1 t f i nishes on the second 
line c alled G. 
Dr aw these signs on the staff below. 
34 
Step 2 
The Keyboard c onsis ts of a succession of Blac k and White 
keys numbering 36 black and 52 white keys. 
The names of the white keys are A B C D E F G. 
The notes on the printed page have the same letter names. 
Your sitting position is directly in front of the group of 




C comes before the two black keys . 
Locate middle C and use second finger of RI GHT HAND 
Keep in Mind: 
a. FINGERS must be RELAXED AND NATURALLY CURVED 
b. ELBOWS must be Alf,lAY from body 
c. SHOULDERS DOWN in a natural position 
It is important when playing for the first time to think of 
walking with the fingers from KEY '1'0 KEY. , 
1. Locate Middle C again and find High C. 
2. Use second finger of RIGHT HAN~. 
/ . • • 
........ 
Play these several times and name them as you play. 
a. Slowly at first 
b. Increase speed from key to key 
c. Keep eyes on MUSIC and memorize distance 
from key to key 
d . Have PATIENCE 
Step 4 
Introducing the Bass F Clef Sign. This sign starts on the 
fourth line and therefore is called F. 
Draw the Bass F Clef Signs on staff below. 
Step 5 
Locate low C to left of Middle C. 
Use second finger (index finger) of LEFT HAND. 
35 
Locate Great C to left of low C. 
Also use second finger of left hand. 
Locate these distances on Keyboard in relation to position 
on staff. 
... 
• • • • II 
While playing these say aloud: 
Middle C is first line below the Treble staff. 
High C is on the third space in the Treble staff. 
Low C is on second space in the Bass staff. 
Great C is on the second line below the Bass staff. 




~ C D E 
Name letters while playing ------Slowly ------Use Index finger 
Sing letter names 
Sing syllable names 
Sing numbers 
" 
R i} -·= ~ ... -
c D £ F & 
Listen to PITCH----THINK OF TONE 
NOTICE BASS CLE F SIGN 
Use Index finger of L. H. 
Play slowly 





these one octave 
and name letters 
syllables 
numbers 
higher than given. 
tOEF& 
Step 7 2. 3 
t 
s 
The thumbs of both hands are numbered 1 
Index fingers of both hands are numbered 2 
Then follows third and fourth fingers 
The small fingers are numbered 5 
REMEMBER: Thumbs are numbered 1 
Little fingers are numbered 5 
J7 
Have students raise corresponding fingers to numbers called. 
Drill R.H. and L. H. separately 
Drill both hands 
Place thumb of R.H. on Middle C 
Second finger falls on next key 
Third finger falls on next key 
Fourth finger falls on following key 
Fifth finger falls on very next key 
Keep in mind that .ALL fingers have a "home" of their own. 
NOTE: Fingering in the Treble is generally placed ABOVE 
the note. 
1. Listen carefully to pitch and sing while playing 
a. Letter names 
b. Syllable names 
c. Numbers 
d. Curve fingers--Elbows away from body 
Step 8 
Place fifth finger of L.H. on low C 
Fourth finger follows on next key 
Third finger follows on next key 
Second finger follows on next key 
Thumb follows on next key 
NOTE: Fingering for Bass notes is generally below note. 
c o e F cr 
Sing as you play these; sing letters and syllables. 
R .H. thumb 




Play VERY SLOWLY together--play EVENLY--increase speed. 
Step 9 
Place thumb of R . H. on Middle C and remaining fingers will 
fall on white keys. 
Play several times. 
• 
Keep eyes on Music and play these very SLOVVLY • 
.. 
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Slowly press ALL THREE keys down at the same time. 
When naming these, be sure to name the bottom one FIRST. 
Place fifth finger of L.H. on low C. 
Play these slowly and evenly. 
12: . . ' I s 
I;J:. • • • • 
·I Use L.H. '1 • • • 
When two notes 
TOGE'I'HER. 
Use L. H. 
These are 
TO NIC CHORDS 
of C MAJOR 
s 
are placed 
1~:. • • :z- 3 
5 5 
above one another they 








" II!"' ~ 
- ~ - -1\r.. J .=. 'll 
-
.:. 
- ... -~ ... , ... 
~- et • • • 
- •• . .~ • 
-
• , AS • • • / 
When playing these TONIC CHORDS simply say LEFT, RIGHr.l', Er.l'C. 
Look PWAY f rom keyboard--- - MEMORIZE pos i tion of fingers. 
Lesson II 
Step 1 
Thorough review of Lesson I: 
Name lines and spaces on Treble staff. 
Name lines and spaces on Bass staff. 
What is a bar line? 
What is a double bar line? 
Name keys starting from C to C. 
Name syllables and numbers. 
Locate Middle C. 
Locate Low C. 
Locate Great C. 
Locate High C. 
Use index finger of R. H. 
Use index finger of L. H. 
n 
f/ 
7 • ·~ ' '-
"' 
• • 
~ .. .. • .. .. 
~ ~· 
- •• J • 7 
Play Tonic chord with L. H. 
Play Tonic chord with R. H. 
Say Left, Right, etc. 
• • 
Step 2 
These are the names of lines and spaces on the Treble staff. 
LINES 
• SPACES • 
• 
FA e E 
Drill for names of notes from group and individually. 
Also locate note from given line or space given. 
Step 3 




At E & 
Drill for names of notes from group and individually. 
Also locate note from given line or space. 
Drill for names only from group and individually. 
Aim for speed in answers. 
/1 
• v 
• • ~ • ...... ~ • • 
' 
l' 
-I~ - .... .. .... 
-~ ~· ._ 







Repeat this exercise and have pupils play each note and 





Review lines and spaces on Treble staff. 
Review lines and spaces on Bass staff. 
1. Answers from group in unison 
2. Individually 
3. Increase speed 
Step 2 
Play Tonic chord of C----C-E-G. 
Place Thumb of R. H. on Middle c. 
Place Fifth finger of L. H. on Low C. 
Play right, left, etc. 
Play hands together SLOWLY. 
• • 
44 
Have class sing the very familiar "Row, row, row your boat." 
Apply this accompaniment to the song. 
Keep steady RHYTHM. 
a. Play L. H. followed by R. H. 
b. Play both hands together. 
e · 
Step 3 
Have class sing "Little Tom Tinker" starting on C. 





This is an ARPEGGIO or BROKEN CHORD. 
Step 5 
• 
as you play. 
Play these solid chords starting with L. H. 
~ II.N. , 5 
L 4' I/ ~ 
. ' 
' 
r, ea IV R.H +S h·H. 
~· _.5 
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Lesson IV 
Step 1 
Review Songs with accompaniment. 
a. Row, Row, Row 




Review Arpeggio on C in BROKEN AND CLOSED POSITIONS. 
Step 2 
"""'"'"'"~ Find 11 F 11 which comes before the three black keys. Find 11 F 11 below low C. 
Play the arpeggio on F. 
SLOWLY and name letters while playing. 








F'ind "G" which comes after the F'IRST BLACK KEY in the group 
of three. 
F'ind "G" below low C. 
Play ARPEGGIO on G. 
Name keys as you play SLO~LY. 
Play in chords • 
LN. 
Step 4 
Review ARPEGGIOS of: 
R.H. 
a. C Major---Broken and Closed Position. 
b. G Major---Broken and Closed Position. 
c. F' Major---Broken and Closed Position. 
d. SLOWLY AND EVENLY. 
Step 5 
Sing once through "Row, Row, Row" on PITCH of Middle C. 
Play accompaniment while singing. 
Sing "Row, Row, Row" on PITCH of F. 
Add accompaniment on Tonic Chord of F. 
49 
We are LEARNING TRANSPOSI TION at this point. This means we 
can transpose a melody into any KEY and add an accompaniment 
to it. 
Sing "Little Tom Tinker" starting on PITCH of F. 
Add accompaniment on Tonic Chord of F. 
Sing "Row, Row, Row" starting on PITCH of G. 
Play accompaniment on Tonic chord of G. 
Find other songs and experiment and accompaniment with 
these chords. 
1"\ .3 / 
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Review ARPEGGIOS of C--F--G-- in BROKEN and CLOSED POSITION. 
IMPORTANT NOTE : 
FINGERS MUST BE CURVED AND RELAXED 










Give PITCH ONLY and have class sing syllables starting 
with low do. 
a. Listen for accuracy of pitch 
b. Sing mi--sol 
c. Sing re--fa 
d. Sing sol--do(high) 
e. Sing sol--do(low) 
f. Sing do to do slowly and in tune. 
g. Sing numbers relating to these tones. 
Step 3 
Introducing SHARP CHROMATICS. 




You retain the first la 
letter and change the si 









.S.chool of EdJc;.J.t.lon 
Librc:, :t;)' 
Use index finger of R. H. and play Middle c . 
Play these CHROMATICS while naming SYLLABLES-----LISTEN TO 
PITCH. 
Step 4 
Introducing FLAT CHROMATICS. 
A ( ), ) sign LOWERS .A TONE i step, therefore SYLLABLE NAMES 






You retain the first sol 
letter and change the se 
last letter to "e" fa 





Take index finger of L. H. and place it on Middle c. 
Name that key "do" and start down naming the FLAT 
CHROMATIC SYLLABLES. 
Sing these while naming them. One octave higher. SLO~LY. 
Step 5 
NOTE VALUES 
whole c plain white note 
half d white note with 
quarter 
.J black note with 
eighth J' black note with 
sixteenth .P black note with thirty-second~black note with 




















dash under the fourth line 
dash over the third line 
crooked line 
has one flag 
has · two flags 
has three flags 
has four flags 
Review ARPEGGIOS of C---F---G--- in: 
a. Broken position 
b. Closed position 
Lesson VI 
Step 1 
Review SYLLABLES on PITCH of C. 
a. Chromatic syllables 
b. Flat syllables 
Have class respond in unison . 
a. Singing them from "do" to "don 
b . Skipping from do-mi-sol 
c . Re-fa-la, etc. 
d. Point to drawing on board and have 
class sing accqrdingly 
BE SURE TO LISTEN TO PITCH . 
Start with F as ndo 11 and do the same. 
Review note values. 
Review rest values. 
Say WALK f or .J J 
Say RUN for . J' .,P 






Cl ap and name these aloud in even rhythm. 
l. J J J J J' j\ ..P p .J J j) .Pi' .P J J J .d 
2
• cl d ,r;a fJ 1 J .J J . .d d r:l .n .J J J 
3. J J J :1 J J J ] J J J J .J J J c:l 
Step 4 
Time Signatures. 
At the beginning of a composition, immediately after the 
CLEF SIGNATURE , there is a Til~ SIGNATURE. 
Anyone of these may appear to indicate division of time. 
X m l P. • 4' 2, ~ 3' 6 ' 3 ' 2 e a P "" · 4 4 4 8 8 2 
THE UPPER NUMBER TELLS US HOW MANY COUNTS IN A MEASURE. 
example: tt= 4 counts in one measure. 
55 
THE LOWER NUMBER TELLS US WHAT KIND OF A NOTE GETS ONE COUNT. 
The J gets one beat 
The .J' gets one-half beat 
The cl half note gets two beats 
The o whole note gets four beats 
t'1 
v L 7 
\. J 
I I . , 
I IJ 
A DOT PLACED after a note equals half the value of the note 
it follows. 
.r . 
.J • :: ..1' .J' .]\ : J .r 
cl. • J .J : .J J J 
Divide into Measures. 
Clap in RHYTHM . 
Step 5 
2 J .. d .1'"' J'.I' f' J J J . .[\ j ..1 J . . Jl J J cl cl .I J _L_ 
4 
3 J J J .P-P ..~ ... -P J c1 n ..11 J:r J ~t J J d ..J 
4 
4 Jl J o J J J J cl cl. .J <1 J ci__J_ J .J . .:;.J __;:.J:__ __ _ 
4 
6 ~PJ!J,./'.JPJJ' fJ fJrJY.Pc, J.J 
8 
REVIEW AN-y WORK THAT IS NECESSARY UP TO 'I'HIS POINT. 
Lesson VII 
Step 1 
Review TH'iE 'SIGNATURES 
Review CLAPPING OF' RHY'rHMS 
a. Remember to say WALK---RUN--~SLOW 
Step 2 
A SHARP (~) placed before a note does what to a tone? 
v 
ll "' I~ -:If: . ......:• :;..._j~ 
~ 




A NATURAL sign ( 7> placed before a note restores the tone 




1\. IJ • :It • ~ • 
56 
Locate these : 
B . F, F' =It- B, 
c, c #- E, E b 
G, G # A, Ab 
A, A # D, n b 
D D lf G, G b 
' 
Sing these on ttloo" while playing. 
Listen carefu lly for CHANGE OF PITCH. 
Step 3 
57 
F, F~ F ~ 
B, B#,B ~ 
E, E#,E ~ 
D, D.ff, Dt 
c, c#,c r 
Leger lines are added lines ABOVE and BELOW the staff. 











Lesson VI I I 
Step 1 
Review clapping of the various TIME SIGNATURES. 
Review SHARP, FLAT and NATURAL signs. 
a. Find and name several at keyboard. 
Step 2 
MAJOR SCALES 
P.ATTERN: whole, whole, half, whole, whole, whole, half 
A W"HOLE STEP consists of two half' steps. 
Example: From C to D 
F toG etc. 
A HALF STEP is the distance from one key to the very 
next with NO key between. 
Example: E to F 
B to C etc . 
c to E to 
Find WHOLE STEPS. D to F to 
E to A to 
Find HALF STEPS. c to F to 
E to D to 
B to A to 
58 







Use Index finger of R. H. and say while playing : 
whole, whole, half, whole , whole, whole, half. 
Use CORRECT FINGERING INDICNI'ED : 
a. Above the note is fingering for R . H. 
b. Below the note is fingering for L .H. 
c. The curved line indicates the half - steps. 
Play SCALE with R . H. very slowly- --NOTICE the 'I'HUNffi passes 
UNDER after you p l ay the third finger . 
S i n g LETTER NAMES while pl aying. 
Sing SYLLABLE NAMES while playing. 
LI STEN t o correct PITCH VVHILE PLAYING . 
Play SCALE with L . H. very slowly-- -NOTICE the THI RD FI NGER 
goes OVER the thumb. DO THIS VERY SMOOTHLY. 
If possible PLAY THE SCALE--BOTH HANDS TOGETHER . 
SLOWLY-- - VERY SLO VVLY 
We find that the TONIC CHORD con sists of three tones i n 
ANY SCALE. 
For example in C Major the 






The CIRCLE OF SCALES is built on fifths and starts on 
To the right of the circle we find the SHARP SCALES. 
Counting from C (c d e f g ) we find G. 
G is the next MAJOR SCALE. c 
a b c d) nD", 
The FIRST STEP OF THE SCALE is called the TONIC. 
6o 
It is also called the KEYNO'l'E bee ause it is the first step. 
Again count up FIVE from nnu (d e f g a) and we find nA'•. 
"A" is our next scale. 
Lesson IX 
Step 1 
Review pattern for constructing scales. 
1 1 i 1 1 1 i 
Play Scale of C Major. 
a. R.H. alone several times SLOWLY 
b. L.H. alone several times SLOWLY 
c. Both hands together VERY SLOWLY 
Step 2 
Scale of G Major. 
Use Index finger of R.H. and say while playing, 
whole, whole, half, whole, whole, whole, half. 
Play SCALE with R.H. very slowly with correct fingering. 
Sing LETTER NAMES while playing • 
. Listen to correct PITCH WHILE PLAYING. 
Play SCALE with L.H. VERY slowly with correct fingering. 
Do this very SMOOTHLY. 
If possible play the scale with both hands together. 
SLOWLY------------7-------VERY SLOWLY 
Step 3 
Scale of D Major. 
First use Index finger and follow pattern while naming 
letters----------syllables----------numbers in scale. 
Play R. H. alone with correct fingering. 
Play L. H. alone with correct fingering. 
Play both hands together VERY SLOWLY. 
Step 4 
Scale of A Major. 
First use Index finger and follow pattern while naming 
letters----------syllables----------numbers in scale. 
Play R. H. alone with correct fingering. 
Play L. H. alone with correct fingering. 
Play both hands together VERY SLOWLY. 
Step 5 
Key Signatures. 
Key of G Major 
Key of D Major 
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Step 6 
Play arpeggio on D. 
In BROKEN and CLOSED POSITIONS 
Play arpeggio on A. 
In BROKEN and CLOSED POSITIONS 
Step 7 
Review arpeggios of 
· e 
Play Major Scales of: 







a. Very slowly R.H. and L.H. alone 
b. Very slowly together 
Step 2 
First use Index finger and follow pattern while naming 
letters------------syllables------------numbers. · 
Play R.H. alone with correct fingering. 
Play L.H. alone with correct fingering. 
Play both hands together VERY SLOWLY. 
Step 3 
Scale of B Major. 
Play R.H. alone with correct fingering. 
Play L.H. alone with correct fingering. NOTE CHANGE IN L.H. 
Play both hands together VERY SLOWLY. 
Step 4 
Scale of F # Major. 
First use Index finger and follow pattern while naming 
letters- --~ ---- - --- -- -syllables------ ---- ---- -numbers. 
66 
Play R.H. alone with correct fingering. NOTE CHANGE IN R.H. 
Play L.H. B.lone with correct fingering. NOTE CHANGE IN L.H. 
Step 5 
Key Signatures. 
a. Review key signatures of G, D, A 
KEY SIGNATURES OF: 
Key of E Major 
Key of B Major 
Key of F/Major 
Step 6 







b. Closed fl, H. 
B Major a...H. 
a. Broken .... 




The Dominant-seventh chord (V 7 ) is composed of the Syllables- ---ti-fa-sol of the major scale 
Numbers ------7--4--5 of the major scale 
a. First play the Tonic CHORD of C with L.H. 
b. Lower the fifth finger of L.H. •t~tt step. 
c. Play the second finger which is exact ly OVER the 
key to be playe d . 
d. REMEMBER that between the second and third fingers 
there is no SPACE BET\I'IJEEN THE FINGERS- --in other 
words KEEP THESE FINGERS CLOSE TOGETHER. IMPORTANT. 
e. Thumb is exactly over key to be played . 
L. H. 
:I yl 'X 
6g 
I - Tonic v7 = Dominant s eventh chord 
Step 2 
Play the I V7 I chords of G Major. 
a. First find the Tonic chord of G Major with L.H. 
b. Use previous pattern given to find V7 chord. 
70 
Step 3 
Play the I v 7 I chords of D Major. 
a. First find the Tonic chord of D Major with L. H. 
b . Use previous pattern given to find v7 chord. 
Step 4 
Play the I V7 I chords of A Major . 
a. First find the Tonic chord of A Major with L. H. 
b . Use previous pat t ern given to find v7 chord. 
Lesson XII 
Step 1 
Review arpeggios of : 
Play each one twice in 
C Major 
broken and closed 
A Major 
positions. 
. G Major E Major 
D Major B Major 
Increase speed. 
Step 2 





THINGS TO REMEMBER: 
a. Keep left hand curved, relaxed and fingers 
between the black and white keys 
b. Memorize movement of fingers from the 
Tonic to the Dominant seventh chord 
c. Look away from the keyboard while doing 
this 
Drill chords in this form 
a. Play the Tonic chords in groups of two, 
three, four and in EVEN TEMPO 
b. ACCENT FIRST OF EACH GROUP 
c. Do the same with the DOMINANT SEVENTH CHORDS 
d . CLAP RHYTHMS before playing 
~ .J J I i J I .t J I ! J I .t J I tJ I 





Use the same pattern to construct the Flat Major Scale. 
Play the scale with the index finger . 
Play the scale with the correct fingering. 
Scale of F Major. 
Play this again together very SLOWLY. 
Scale of B flat ( b ) Major. 
Do the same as above. 
Step 2 
T .a. ~'I s 
Play very slowly and evenly together. 
NO'I'E: Scale starts with second finger of R.H. 
Sc ale starts with third finger of L.H. 
Step 3 
Key Signatures of the scales given. 
Key of F Key of B FL.AT 
Step 4 
Play the arpeggios in Key of F . 
IN BROKEN AND CLOSED POSI~'ION. 
Do same for 
B fla.t Major 
73 
.5 'f'.ll. 
If!! 1 JIJ J IJ J Jld JIJ JIJ J I 
lZ7 :r:. 
~, J r r I J J I J r r I J. I J J 1J J I 
Z ~ I ~ I 
fJ J JP JIJ Jlci JIJ J JIJ II 
· ~ I ~ Z 
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Lesson XIV 
Step 1 
This lesson deals with the playing of the Tonic chord 
into the Dominant seventh chord and back to the Tonic. 
First, play the Tonic chord in C Major with the R.H. 
In order to play the Dominant seventh in CLOSE POSITION: 
a. Lower the thumb i step. 
b. Play the fourth finger which is right over 
the key. 
c. Play the fifth finger which is on the key. 
The ONLY MOVEMENT NECESSARY from the Tonic to the Dominant 
seventh IS TO LOWER THE '1J.1HUMB ONE-HALF STEP. 
C Major 
R.H. 
·~·1 ........... 1. 
:r '%7 X 
Step 2 
Play I v7 I in G and use same procedure. 
G Major 
R.H. 






Play the I V7 I chords with both hands. 
Play these very SLOWLY AND EVENLY. 
C Major 
.X ~1 :I: 
Play these i n GROUPS OF T.WO 1 S THREE 1 S AND FOUR 1 S SLOV\fLY. 
G Major 
Be sure to CURVE FINGERS 
Keep ELBOWS AWAY FROM BODY 
D Major 
I · -g;7 .I 
76 
JIE~ 0~ 
If'~ jl J J , I ~ ~ , J J 11' Jf I 
If* iiiJ J i J.l f J J J F I' ' , J I 
r 
Zd Xtm 
:tf I -- &n.f ~~ 11=i! t1 i r JIH'b J J ~JI! g 1 I 
~ 4 
I# ff t1 J J r J 1r· r 7 1 ~ ~ r r r J I L~ I 
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Lesson XV 
Step l 
Review the arpeggios ofF and B flat . 
a. Broken position. 
b. Closed position. 
c . Repeat these twice without stopping. 
Step 2 
Play the I V7 I chords in C Major 
G Major 
D Major 
a . R.H. and L.H. together slowly 
b. Once each chord 
c. Twice each chord 
d. Three times each chord 
e. Be sure to ACCENT THE FIRST OF 
EACH GROUP. 
Step 3 
The Tonic and Dominant seventh chords of F Major. 
R.H. 
L.H. 
r ~7 r 
Play these SLOWLY ALONE AND TOGETHER. 
In groups of two, three and fours. 
Be sure to play EVENLY AND ACCENTED. 
79 




::t r7 :t 
NOTE: Keep fingers between the black keys and curve them. 
Relax the position of fingers. 
L.H. 
alone 
.I -g:1 :t 
Now play this together evenly. 
:I -rc7 I 
eo 
Make up ~V RHYTHMS------------------BE SURE TO PLAY EVENLY. 
~-~JJJ~I £rl~;~1~:.~1f'J.tJI d 
:il1 y., :c. 
l#~r r r r l .t= J JJic r f3IJII 
If if r I j J J J I J J J I j 1J t ; I J . II 
!i ~ .I. 
Lesson XVI 
Step 1 
Review ARPEGGIOS taken up to date. 
c, 
1. First do them slowly in broken form. 
2. Do in closed position. 
3. Repeat in faster tempo. 
Step 2 
Review all I V 7 I chords taken up to date. c, 
Example. 
1. First slowly. 
D 
A 
2. In groups and accented. 
3. Add group of six. 




These are the names given to the different steps of the 
Major Scale. 
Octave 








The chords on the I, IV, and Vth tones of the Scale are 
the most important chords for simple accompaniment and 
can be used very effectively. 
Step 3 
A double sharp ( )(' ) RAISES a tone a WHOLE STEP. 
For example: 
A double flat ( 66 ) LOWERS a tone a HALF STEP. 
For example: 
Step 4 
Repeat Signs are indicated by TWO DOTS 
One above the third line and one below the third line. 
8J 
84 
The PAUSE ~ over or under a note, rest or chord PROLONGS 
the duration of time. 
The sign 8va .•..• under notes or chords means that they are 
to be played or sung an octave LOWER than written. 
The sign 8va ••••• over notes or chords means that they are 
to be played or sung an octave HIGHER than written. 
Lesson XVIII 
Step 1 
Music Terms and Definitions . 
85 
Accelerando---------~----Gradually increasing speed 
Adagio -------------------Slowly with expression 
Allegretto---------------Lively, but not as fast as allegro 
Allegro----- -------------Lively 
Andante -- -- --------------Rather slow 
A tempo-- ----------------In original tempo 
Cantabile----------------In a singing style 
Crescendo--- --------- - ---Gradually louder 
Da Capo (D.C.)-----------From the beginning 
Dal Segno {D.S. )-- -- -----Go back to the sign 
Diminuendo---------------Gradually softer 
Fine ---------------------The end 
Forte--------------------Loud 
Giocoso------------------Humorous 
Largo - - --------- - --------Very slow and stately 
Legato------ -------------Smooth, connected 
Lento- ------ ----- --------Slowly 
Maestoso- -------------- - -Majestically 




Presto-------- ---- ~------Very fast 
Rallentando---------- ----Gradually slower 
Ritardando---------------Becoming slower 
Sforzando----------------With sudden accent 
Staccato-----------------Bounced 
Tempo------------ - -------Rate of speed 
Vivace------------ - -~----Bright, fast 






Signs indicating expression desired in composition. 
cresc. or ----crescendo 




Introducing the SUB .... DONIINANT CHORD which is built on the 
FOURTH STEP of the Scale. 
a. Let ' s build the Tonic chord of C Major in the Bass 
with L . H. 
1~: ~~ II c Major Tonic L.H. 
r 
b. Next we play our fifth finger again which is on c. 
87 
c. We play our second finger which is OVER the KEY of n F'11 • 
SO FAR ~~HAVE NO CHANGE OF POSITION. 
Keep in mind the second and third fingers are in CLOSE 
position with NO KEY BETWEEN. 
d . We RAISE our THUMB ONE WHOLE STEP (two half steps). 
e. Now we are ready to play the Sub-Dominant chord . 
Sub-dominant 
L.H . 19= n=:; II 
r :r::r 
f . Let's resolve the sub-dominant chord into the Tonic again . 
This gives one a feeling of coming home. Try this. 
I I V I 
L.H. !?= :! ·::-;~ 1 
.r :Dr :r. 
Play this SLOWLY and as smooth and connected as possible. 
Keep fingers INSIDE of keyboard--between the black keys. 
88 
Step 2 
Play the Tonic chord of G Major with the L.H. in Bass . 
Follow this by the sub-dominant ( JV ) and return to the Tonic. 
Use the SAME PATTERN given in preV!ous step. 
G Major 
L . H. 
a. Pl ay this through c arefully. 
b. Play it in groups of two --- --accent . 
c. Play it in groups of three --- accent . 
Step 3 
Play the 'I'onic chord of F Major with the L .H. in Bass . 
Follow this by the sub-dominant (JR) and return to the Tonic. 
Use the same pattern given in previous step. 
F Major 
L.H. 
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Scale of E flat Major. 
Step 2 
Play the ARPEGGIO onE flat . 
..... -,., /"' ' s ...;;,r... • 
Play this arpeggio in CLOSED POSITION. 
Repeat and increase SPEED----EVENLY. 
Step 3 
Play the I v7 I chords in E flat with the L.H. 
90 
91 
Play with BOTH HANDS the I V7 I CHORDS 
a. Play these chords through once. 
b. Repeat each chord twice accenting the first chord. 
c. Repeat each chord three times accenting the first. 
d. Repeat each chord four times accenting the f i rst . 
e. Repeat each chord six times accenting t he first. 
f. Play the first three chords SLOWLY ~d the sec ond 
group of three fast. 
RELA.X THE HANDS AFTER 1'HIS EXERCISE. 
a. Drop the hands to the side and shake them. Be sure 
your hands and arms are completely RELAXED. 
Lesson XXI 
Step l 
Scale of A flat Major. 
Step 2 
Play the ARPEGGIO in A flat. 
Play the a.rpeggio in CLOSED POSITION. 
Repeat in faster tempo------EVENLY. 
Step 3 
Play the I v7 I chords in A flat with L.H. 
92 
Play the I v7 I chords with BOTH HANDS. 
:r ~, 
Play these in this rhythm. 
long short long short long 
J J' J ~ ..J 
walk run walk run walk 
skip a skip a skip 
a . First not too fast. 
b. Then speed it up to a skipping rhythm. 
Step 4 
Play the I V7 I chords in this rhythm. 
a. Play each chord three times . 
.tJ -' I .t -• J l f J J 
b. Be sure to ACCENT the first of each group. 
c. Increase speed until you ACQUIRE THE RHYTHM 
OF GALLOPING, GALLOPING, GALLOPING with ease. 
Step S 
Review the ARPEGGIO of E flat. 





Play the I IV I chords in C Major with L.H. 
19: i11!ill 
:r ::t!L r 
Do this slowly and remember to RAISE THE THUMB A WHOLE S'I'EP 
in fourth chord. 
Step 2 
Play the Tonic of C Major with the R.H. 
Proc eed to play the IV chord. 
a. Be sure to keep the thumb on the SAME key. 
b. Play the fourth finger for the center note. 
c. RAISE the FIFTH finger a WHOLE STEP to play 
the top note. 
d. Resolve to the Tonic chord. 
Step 3 
Play the I IV I chords with both hands very SLOWLY. 
Be sure to CURVE FINGERS-------KEEP ELBOWS AWAY FROM BODY. 
Step 4 
Play the I IV I c hords in F' Major with L .H. 
Play the I IV I chords in F Major with R.H. 
USE THE SAME P.A':I:'TERN GIVEN IN PREVIOUS STEPS. 
Now play these with both hands. 
Step 5 
Play the I IV I chord s in G Major with L.H. 
Play the I IV I chords in G Major with R.H. 
Play these chords with both hands very slowly. 
:r :IE. :r 
Memorize pattern given from one chord to the other. 




Play the I IV I chords in D Major. 
a. Play the L.H. first. 
b. Do these several times carefully. 
c. Add the chords to the R.H. 
d. Play these several times slowly. 
e. Play the chords I IV I with both hands. 
Step 7 
Play the I IV I c hord s in E flat Major. 
a. Watch for the position of R.H. in IV chord. 
b. The stretch between the fourth finger and fifth 
finger is a little awkward and needs strengthening. 
d. Be sure to curve fingers. 
d. Find the correct position for L.H. 
e. Play the I IV I chords with both hands. 
Lesson XXIII 
Step 1 
Play the scale of D flat Major. 
Slowly and evenly. 
Step 2 
Play the ARPEGGIO on D flat. 
Step 3 
Play the I V7 I chords of D flat with L.H. 
97 
98 
Play the chords with both hands. 
Keep fingers INSIDE the keys, between the black and white keys. 
Play these in different rhythms. 
Step 4 
Play the I IV I chords of A Major for L.H. 
12=$/' :r:F:: II 
r .:z:!:. :r 
Remember to RAISE THUMB of L.H. a WHOLE STEP. 
Play this with both hands. 
Step 5 
Play the I v7 I chords in A Major with L .H. 
I?:W1Etr,s; II 
s 
X ~7 :r 
Play these chords with both hands . 
Step 6 
Play the I v7 I chords in E Major with L.H . 
1 ?:~$ :ti:sll 
L -g:7 :r 




Play the I IV I chords of E Major with L.H. 
1?:~$ !T!f:~ll 
z Jr :r 




Play the I IV I chords in B flat Major with L.H. 
Play this with both hands. 
Step 2 
Combine chords of I V7 I IV I in key of C Major . 
.z -r-, x :zr r 
Play SLOWLY A1~ INCREASE TEMPO. 
Play in RHYTHMS-----EVENLY. 
Bo ston Univers ity 
School of Education 
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Step 3 
Play I v7 I IV I chords in G Major with both hands. 
THINK and play these SLOWLY. 
Try to look away from KEYBOARD and IVIEIVIORIZ,E MOVEMENT 
of FINGERS. 
Step 4 
Play the I v7 I IV I chords in D Major with both hands. 
REMEMBER TO: 
a. Keep fingers curved and relaxed. 




Play the I V7 I IV I chords in A Major with both hands. 
Step 6 
Play the I v7 I chords in E Major with L.H. 
12=H :u~:11 
:r "'llj "J: 
Play these chords with both hands. 
Step 7 
Combine the I v7 I IV I chords with both hands. 
:r "$1 :r :zr :J: 
Play these VERY SLOWLY AND ADD CRESCENDO AND DIMINUENDO 
shadings to the RHYTHMIC WORK. 
104 
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Le sson X:XV 
Step l 
Play ARPEGGIOS in circle of scales. 
a. Slowly and evenly. 
b. Increase speed. 
c. Make crescendos and diminuendos. 
Step 2. 
Play the I v7 I chords in B Major with L.H. 
1?~4i !ti~:: II 
:r %1 % 
Play these chords with both hands. 
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Step 3 
Play the I IV I chords in B Major with L.H. 
x m :r 
Play these chords with both hands. 
Step 4 




Play the I IV I chords in B flat Major with L.H. 
19:5» :::r: II 
% x r 
Step 2 
Play these chords with both hands. 
:c :m. r 
Step 3 
Combine the I v7 I IV I chords with hands. 
Be sure to PLAY SLOWLY- ----- -THINK-------PLAY EVENLY. 
Step 4 
Review ARPEGGIO in E flat Major. 
Review the I V7 I chords in E flat Major. 
Review the I IV I chords in E flat Major. 
Step 5 
Combine the I V7 I IV I chords with both hands. 
Step 6 
Play the I IV I chords in A flat Me.jor with L.H . 
.r .IE ::r 
Pla.y these chords with both hands. 
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St ep 7 
Combine I v7 I IV I with both hands • 
..Dt r 
Step 8 
Play the I V7 I IV I chords starting with C Major . 
c, 
B 
Aim for speed and accuracy . 
uPermission for reproduction granted by Elkan-Vogel 
Co., Inc. Philadelphia 3, P~, copyright owners." 
Lesson XXVII 
Step l 
Oral Quiz (call on members of class and aim for SPEED). 
a. Lines and spaces on Treble staff. 
b. Lines and spaces on Bass s t a.ff. 
c . Lines and spaces above the Treble staff. 
d. Lines and spaces below the Treble staff. 
e. Lines and spaces above the Bass staff. 
f. Lines and spaces below the Bass staf f. 
Step 2 
Oral spelling · of SCALES taken up to date . 
Step 3 
Oral spelling of I v7 I chords taken up to date. 
Step 4 
Oral spelling of I IV I chords taken up to date. 
Step 5 
Clap the rhythms used in previous lessons. 
Add new rhythms created by members of class . 




Play t he I IV I c ho rds in D flat Major wi t h L.H. 
Play these with bo t h hands. 
Step 2 
Play t he I V 7 I IV I chords with both hands. 
112 
Step 3 
Play the scale of G flat Major with L . H. 
Notice the 
Key Signa-
ture . ~b. i ~-~ ~\911 
. ) 
t 
Note : C flat is played on the same key named ~B". 
Step 4 
Play the ARPEGGIO on G flat ~ajor. 
The ARPEGGIOS of G FLAT and 
sa.rne keys. 
SHARP are pla.yed on the 
Keep in mind that the names of keys CHANGE FROM FLATS TO 
SHARPS. 
Step 5 
Play the I IV I chords in G flat Major with L.H. 
113 
114 




Play the I v7 I chords in F sharp Major with L.H. 
Play with both hands. 
Step 2 
Play the I IV I chords in F sharp Major with L.H. 
116 
Play the I IV I chords with both hands. 
Step 3 




a. Play the arp~ggios through slowly. 




Review the I V7 I IV I chords in the circle of scales , 
start ing with C . 
From SHARPS TO FLATS. c 
Step 2 
Play the chords in this progression. 
I IV I v7 I 
a. Remember to KEEP ELBOWS AWAY from body. 
b. CURVE fingers. 
c. RELAX. 
Step 3 
If time permits play the circle of scales starting with 




These statements taken from the critical appraisals 
are submitted by teachers-in-service who have taken the 
class piano course and represent their opinions in regard to 
the value expected and received in relation to : 
A. Subject Matter 
B. Student-Teacher Relationship 
c. Rating of classroom method as to student-
teacher relations 
D. Recommending the course to a fellow 
teacher. 
ni have enjoyed every minute of the course and am 
thrilled to know how to accompany rote songs for my class. 
I would sincerely recommend this course to any fellow 
teacher. The method is very effective ••• there is a 
grand feeling of participation. n 
nr am a Pre-Primary teacher and the instruction given 
can very we 11 be applied in my teaching every day." 
n ••• Instilled a desire to much more playing and 
with the helpful books we have purchased and studied I hope 
to play often for my own pleasure and play more in my class-
room. 11 
11 
••• A very informative class • • • books used in 
class and suggested ones will be helpful in daily school 
work with my own class.n 
. . • Student-Teacher relationship excellent." 
Excellent." It • • • 
" • .Accomplish wonders with tnon-musical• teachers." 
" ••• Of great practical help in helping teachers 
to be able to play single accompaniments to songs or for 
rhythms." 
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" · •• Excellent classroom method in all respects." 
"I believe every subject teacher (even those who 
never had piano before) will get a good value of music." 
"I had a very difficult time teaching music due to 
the fact that I have chronic throat condition. This 
particular course was of great value to me, for now, I am 
able to teach through the pia.no." 
nThe course is extremely useful to the classroom 
teacher. The course of study is such as can be used 
successfully by primary teachers." 
"It is a course that is beneficial to the teacher 
herself as well as to her teaching." 
"It has helped me a great deal in my classroom • 
I can now utilize my rhythm band instruments ••• The 
content of the course fitted my needs very well." 
"It is a music course that should be a must for all 
pupils at a teacheratraining institution. They will have to 
teach music in the schools and it is here they should get 
it. We have made recordings, played the organ and given a 
good technical and practical course.tt 
"Without any previous piano training, at completion 
of course I am able to play many simple pieces of music. 
All that would be required in my work as a third grade 
teacher in Music have received an all round better under~ 
standing of music in general." 
"I would recommend the course to a fellow teacher 
with enthusiasm." 
"It is a course that would be a help to anyone who 
teaches. I would recommend it very highly to anyone." 
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n. • • Progress made by all members of class in the 
reading of music and playing unbelievable . A most gratify-
ing undertaking and experience to obtain so much knowledge 
of the subject ::).n such a short period of time. I would 
certainly recommend this cou~se to all teachers in the 
elementary grades unable to read or play music." 
''I have taught Kindergarten for ten years and have 
held programs each of these years and this is the first year 
I have been able to enjoy and add to my program by accompany-
ing the children on the piano. Anyone in the school system 
with a piano available would derive great wealth ••• I also 
gained a great deal of other musical value. 11 
"I had had absolutely no training and just hoped to 
get the mere fundamentals. Instead I learned to play the 
piano ••• and would recommend it to all teachers, 
particularly in elementary grades. 11 
"I think all undergraduates should be required to 
take at least one course in piano for the classroom teacher.» 
ttAs a kindergarten teacher, I have gained a great 
deal from the course which I utilize daily, for kinder-
garteners must have daily rhythmic activity and singing ••• 
The course has brought to my attention that the simplest of 
melodies requires the player to take into consideration so 
many things which would otherwise have escaped my notice ." 
11 I would recommend the course very highly to those 
who want a background for classroom music, especially for 
the lower grades." 
u ••• Feel that it is a necessary item on the agenda 
for every elementary teacher.n 
"It bas done much to improve the sight-reading and 
help to make the teacher rhythm conscious for which I know 
the Music Supervisor will be most thankful • • • a most 
beneficial course." 
u ••• Recommend this course to any teacher who has 
difficulty in teaching music." 
"Classroom method was very good as each member was 
asked to participate at every meeting and every student was 
allowed to progress at his own rate . " 
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11 This course is a practical course for a teacher in 
· elementary school ••• It has taught me how to play the 
piano so that I might teach music to a class. n 
11
• • • Approach to the teaching of the piano is the 
best I've yet encountered. In a short time a student will 
be able to play interesting pieces well and play accompani-
ments to the songs taught in school by the elementary 
teacher. It's an excellent course for the teacher in the 
elementary school ••• I 've learned more in these few weeks 
than I did years ago as a child." 
••I have received much help from this course. It has 
enabled me to play the piano while teaching songs and in 
scale practice. I took the course for this purpose and I 
got exactly what I had hoped to get out of it. I would 
definitely recommend it to any teacher who has little or no 
knowledge of the piano keyboard in relation to the staff." 
11 The course is the most practical one I have ever 
taken and I would recommend it heartily to all classroom 
teachers . " 
11 For someone with no knowledge of piano, the course 
is excellent." 
" Course very valuable especially in practicality." . . . 
"Since I teach in the elementary school I have found 
it is necessary to know how to play the piano ••• This 
course would be of value to any teacher." 
"I learned more than I expected to and recommend this 
class highly to other leaders." 
n. • • Have recommended it to teachers in my build-
ing ••• I found it helped me a great deal in teaching my 
singing class." 
11 I feel that I have learned considerable about note 
reading, key s ignatures etc. and proper fingering so as to 
facilitate playing a song. I have derived a great deal of 
pleasure, and satisfaction in knowing that I can sit down 
and "pick out" any song and learn to play it •• with practice •• 
I knew very little about music and now I can play the school 
songs I have to teach • • • I would recommend it to others 






•• A ,!most welcomed addition to my past experi-
Before taking it I knew nothing about playing the 
Now however, I c a.n accompany simple songs and dances 
first Graders enjoy." 
"· •• Course is of great practical value for th~ 
elementary teacher as what was taught was very basic." 
n ••• Course very practical ••• Very practical and 
adaptable in light of student-teacher relations." 
11 • Helpful to the classroom teacher." . . 
"· •• A very worthwhile course for any teacher 
especially in the elementary department of a school 
system • . • I feel more confident and would not hesitate to 
attempt playing a piece for my pupils." 
"I consider this course an excellent one. It is a 
course which is very helpful to the classroom teacher. Any-
one taking the course is encouraged in finding enjoyment in 
music. I feel that I have gained a great deal from it. I 
have recommended it to others and will continue to do so." 
"I have benefited more from this course than any 
other I have taken. It has been especially useful in 
arranging accompaniments to classroom melodies~" 
11 I would heartily recommend this course to many 
fellow-teachers ." 
u. • • We 
thirteen weeks. 
in our classroom 
course promised. 
several teachers 
can really play simple pieces after only 
The material is actually pieces that appear 
books. I really accomplished what the 
I have already recommended the course to 
in my building." 
"· •• received greater value fr om the course than 
I anticipated." 
"All teachers of elementary grades and even beyond 
should take this course as a requirement for certification, 
since any occasion may arise at any time when a knowledge of 
this type is indispensable." 
''I found the course very valuable especially as I 
am a Kindergarten teacher." 
123 
"· •• Method is very practical when it comes to 
gaining a lot in ability to play in a comparatively short 
space of time • •• I really received more value than I 
expected to in class where a group is taught all at the same 
time. I would recommend it to another teacher who wanted to 
play the piano for school. n 
It 
• I found the class most enjoyable. n . . 
" • • • Certainly student-teacher relationships were 
excellent." 
t•one who has very little knowledge of music can 
really play after the fifteen weeks are over. 11 
ttThe practicality and adaptability method regarding 
relationship of student teacher has been excellent . " 
11 I found the course ' Piano Training for the Elemen-
tary Teacher ' a most s t imulating and valuable experience • 
and the accomplishment we, as a class finally made, I think, 
is remarkable. 11 
" 
Received more than I expected. 11 
• • • 
. . . You really learn by doing." 
"I received more v alue from this course than I 
expected to receive and I would certainly recommend it to 
a fellow teacher." 
"In my opinion this course is an excellent one ••• 
value received far exceeded what I had expected • • • 'l1his 
course was a challenge to me as I had no background in 
music. I am more than pleased with what I have accomplished." 
11 My playing now will bring many happy moments to 
whatever class I may have and personally , I will feel a 
better 1 rounded 1 teacher. 11 
"· • • Gives you a better foundation that you can 
carry on with more understanding.n 
"I have learned how to know rhythm, play, the correct 
chords and have better finger control . " 
l2l.j_ 
"In the modern classroom every skill that a teacher 
can acquire is to her advantage. Never having had the 
ability to play the piano , I know that I have acquired skill 
enough to help me teach music and accompany the children 
when it comes to play etc • • • • Too , knowing more about 
music itself I can appreciate music better and perhaps guide 
the children along that line." 
"The classroom method of group performance has been 
very suc dessful. We lose our self-consciousness and learn 
from our own mistakes and the mistakes of our classmates • 
The silent keyboards are an ideal way to handle this type 
of class . " 
" · • • Another aid to better teaching through 
emotional responses." 
" · •• Students feel very free to ask and receive 
any help desired." 
. . 
"I le arned to play rhythms and songs that can be used 
in primary grades ••• It was a practical course and should 
be helpful to any elementary teacher who teaches music. tt 
"The class as presented in small groups is definitely 
a great help to the average 'non playing teacher ' • •• I 
have been able to pass on and share my experiences with my 
pupils." 
"The course has been a pleasant one and of great 
value to me as a classroom teacher ••• The feeling of 
personal success gained through the course has given me 
confidence to attempt rhythms with some children." 
••I knew nothing about playing but feel as though I 
can play well for my children." 
"This course has not only given pleasure, but it has 
also accomplished its purpose. As an individual who knew 
practically nothing about the piano , I can now play 
practically any music that I would be apt to use in school.tt 
11 All teachers in the grades need the material taught 
in this class." 
" · •• This is a very worthwhile course . " 
"This should be a 1 must 1 for every classroom teacher. 11 
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11 This course has been both enlightening and instruct-
ive. Now that the course is almost over, it is evident that 
each one has gained enough to be able to do simple (at least) 
selections usable in the classroom • • • which was the 
reason for taking the course." 
11 I would recommend this course to all elementary 
teachers . 11 
"More workshop courses of this type should be given 
at the college . " 
"This has been a very enjoyable course • • • It is 
very relaxing after a hard day in school." 
uHaving started last fall as a Kindergarten teacher, 
the course has indeed been exactly what I needed for teach-
ing in a Kindergar ten and has helped me immeasurably • • • 
I recommend the course to anyone who wishes to learn music 
and the piano.n 
11 I would say that this is a course that is recommend-
able for anyone interested in teaching in Elementary grades • 
• • I liked it so well that I have advised my daughter to 
take i t. t.t 
''' Lack of versatility in expression impedes me in 
adequately stating the value of the course in Piano for the 
Classroom teacher • • • As a supervisor of music who 
enrolled with the aim of learning the methods I have 
recommended pursuance of the course to my classroom teachers, 
and am very anxious to continue applying these methods in 
aiding classroom teachers. 11 
u'l'he atmosphere was conducive to work and all the 
members of the class seem to feel that they have gained a 
great deal from the course." 
"This course has been most helpful in making my piano 
work easier in the classroom ••• The selections used are 
most adaptable for classroom use in the rhythms and sing-
ing ••• as well as for rhythms for handwriting.n 
ttThis course is excellent and very valuable to the 
teacher." 
"Learning to play notes together, and the reading of 
notes, also how to make chords are some of the values I 
obtained from the course . It has been of great value to me 
in school." 
11 An excellent course •• • well worth the time and 
effort required." 
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"The material given by the teacher was such that it 
was put into use in my Grade. My Music supervisor was 
inde e d impressed by the material given , so much so that she 
h as asked the pre-primary teachers to try to take these 
courses." 
"Although I am not a classroom teacher this course 
h as been most helpful to me. I am a teacher of Physical 
Education in the lower elementary Grades where Rhythms are 
used daily and singing games are a must • • • The material 
presented to us has made the use of the piano possible for me 
in accompanying the children ' s work." 
It 
• Excellent course . 11 
• • 
nThe children entrusted to my care have learned more 
from me •• • The music appreciation I give them is more 
than enjoyed and understood. The happiness and knowledge 
that this course has given me, I fe e l sure I have trans-
ferred to my class." 
n . • • Tremendous value in enabling me to appreciate 
good music and to put into practice the excellent lessons I 
have learned each week • • • I feel that I am better 
equipped to present my own class with a better knowledge of 
the studies in Grade III Music • 11 
"I was greatly in need of this course and it has 
benefited me so much in my work with the children as I teach 
Kindergarten. My co-workers have noticed and remarked how 
much I improved, as well as my classmates in the course. 
The children have enjoyed the result of my improvement. n 
"I find that I have made rapid progress . I should 
recommend it for anyone like myself, who finds music an 
essential in school. " 
nThe course is most helpful and interesting • • • The 
progress made will be a source of pleasure long after the 
classroom is left. A musical school is always a happy 
school, so pupils will share in benefits . " 
u . • • One of the finest courses I have ever taken • • 
received far more from this than I had believed possible i n 
such a short time.u 
"Most of the class had little or no background for 
the course. The gain by everyone was surprising." 
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"The class in Piano Training for the classroom 
teacher has proved so beneficial in my every day teaching 
that it promoted both Mrs . and myself to go to Dr. and beg 
for a second part to be continued into the Spring." 
"The classroom method has been a most valuable means 
of touching one of the problems as they arise.u 
"For a person who never had any experience at all in 
recogniz~ng notes and keys in music, I find Piano Training 
for the Classroom teacher most valuable ••• a basic undere 
standing~of music is within my grasp and I feel confident 
whenever I have to teach the subject. 11 
ttFor those who have never had music and also for 
those who have had only a small smattering, the course is 
very highly recommended." 
11 This course is very good for people who had no 
previous knowledge of the piano." 
"I consider the Course most beneficial in every 
aspect ••• Knowing nothing about piano, I feel that after 
this course I am well able to present the tunes to the class 
so we all enjoy them." 
"Being a primary teacher I have found everything 
given mos ·t; practical and useful as much of the material 
given has been assigned by our Music Supervisor." 
"· •• It has been an enjoyable and profitable 15 
weeks." 
11 
••• Course was a big help to me for easy songs 
in my first grade." 
11 I feel that having completed this first course we 
have met and conquered any problems we shall find in playing 
the piano for kindergarten children.u 
"I was so pleased that I took this course ••• any 
teacher would gain much by taking this course." 
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"Bee ause it is so necessary for any primary teacher 
to be able to play at least simple music for his pupils, 
this course is a Must for anyone whose piano knowledge is 
limited or who needs help in the selection of suitable 
material • • • The astounding accomplishments of some members 
of the Class is a proof that we need an extension course 
like this." 
11 It was stimulating to take part in the activities of 
a group of eager teachers and to share informally in the 
experiences of all in the class." 
" · •• It should be given to all who plan to teach 
in the grades." 
11 The course covers more than would be expected during 
a six week period. Would recommend course to teachers who 
are unable to play piano • • • Sufficient time is devoted 
to theory through lecture and discussion. 11 
n ••• I am getting far more from it than I expected." 
''I expected and received the ability to play simple 
melodies in order that I may provide an accompaniment to 
children's voices." 
It 
• The class room method is preferable." 
tt.The classroom method is psychologically sound and 
rates high in the light of student-teacher relations." 
"· •• Exceedingly helpful both in: 
1. the classroom 
2. enabling me to understand better the 
rudiments of piano for my own good. As regards #1 I now 
can play tunes for my class thus giving music an added 
pleasure for them. As regards #2 I have been given a 
greater understanding of the relationship of piano keyboard 
to the musical notes they sing ••• I gained a new world 
of pleasure, believe me, as I always wanted to learn. 11 
''I have nothing but praise for this course and have 
recommended it highly to many teachers.u 
"The basic chords and their positions and uses in 
accompaniment are useful knowledge in playing for class 
singing. The method which made pianists of students who 
could not read music on entrance speaks for itself. tt 
11 I have gained considerable in bass reading and 
understanding of the chords to the extent that I can 
accompany my rhythm band much better than heretofore." 
0 I feel that I have gained a lot from this course, 
particularly in the section devoted to writing one's own 
accompaniment. It has already proved helpful to me in my 
classroom. 11 
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"It is a course that makes the teaching of music much 
more simple and also the playing of same when used in 
rhythms, dancing etc. It is truly a beginners course because 
it gives everyone a chance to learn to play some, whether or 
not he has ever tried the piano before." 
11 I have been able to play for the children in my 
second and third grades with more confidence.'' 
"It has helped me to read music in all keys, some-
thing I was never sure of before ••. I teach a Jrd grade 
where the children need help and this course has given me a 
wonderful foundation.u 
ni consider this course excellent and highly recommend 
it to all teachers ••• I wish that lessons could be taught 
to children in the same manner. I know that we would have 
many happy young people in the classes." 
11
• • • Relaxing after a strenuous day • . • Just what 
I needed to round out my piano playing for Kindergarten.'' 
ni can sincerely say this course has been most 
valuable to me • • • not only in helping me in the classroom 
but also in regaining a bit of self confidence at the piano. n 
" This course has not just been a great help ••• it 
filled ~ great necessity. I was at a complete loss when it 
came to teaching music in the elementary grades. I recommend 
this course to all beginning teachers who would like to 
learn something about music. 11 
11 This course has been of the utmost value to me. As 
a beginner, I knew nothing about the piano or even reading 
music. I can now read and play.» 
'' At present I am teaching in a Special Room and I 
have to play the piano quite frequently ••• the training I 
have received has helped me immensely." 
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"Since the songs the children in school learn are 
written with no bass, this course has taught us how to 
improvise a bass in order to accompany the pupils in the i r 
singi ng." 
"This has been a very helpful course for me, as I 
teach First Grade. My pupils think I play well and enjoy 
the songs and games I play. I have gained much in Music." 
"· •• I feel that the training is a great help to 
me in my work." 
"· •• Proved to be an excellent course for one whose 
knowledge of music was minute as mi ne. It has given me a 
better understanding of the basic precepts of elementary 
mu sic." 
11 As a beginner in the teaching profession this course 
has given me many invaluable aids for classroom music 
instruction. As an individual it has been a satisfying 
experience, one that has brought me pleasure in learning.u 
11Without a doubt I have learned a great deal more 
about music from taking this course than I had ever learned 
be f ore. I know it will help me in my work." 
"This course is of great benefit to anyone who needs 
to play the piano in class • • • The method is simple and 
understandable ••• The students can easily play accompani-
ments to simple airs. 'l 
11 I feel I have made the greatest gains of all because 
I can actually see my accomplishment. When I first entered, 
I couldn't even read a note ••• and I had absolutely no 
sense of timing. I can now play most of the songs in our 
regular text, plus all the songs in our song book, plus the 
rhythms we have taken to date in our rhythm books." 
"· •• So much was accomplished in so short a time." 
" I have found this course just what I needed to help 
me most in working with five year old children." 
't ••• Everyone should take a course of this type." 
·-The value received so outdistanced what was expected 
t hat I can't express it. In means of adopting material for 
own use and for teaching purposes it is an excellent course •• 
Should be in every teachers curriculum (if to teach in 
elementary grades or to specialize in music) ••• I n fact, 
an excellent basic foundat ion for any person • • • Mos t 
amazing as to final results! Drop in and see.~• 
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"For anyone who wishes to know the fundamentals of 
the piano and simple methods of its use in the classroom." 
"I am sure I shall be able to go back to my classroom 
and help my children to enjoy and love music because of this 
course." 
"I feel I shall go back to school looking forward to 
a much richer music program, where previously it had been a 
chore because of personal ignorance of the material." 
t . • Learned a great deal about music from it.u 
• • 
u . • • I was able to use all of her work while 
substituting . " 
It • It has provided the answer to many questions 
• • 
I 1 ve had. 11 
"I have done a great deal of substitute teaching in 
Kindergarten and primary grades and the work I have done here 
has p roven to be most useful . " 
n ••• I have learned a great deal of the important 
fundamentals of music education. " 
•t •• • I recommend it to anyone who is interested in 
a beginner ' s course in music . tt 
". • • The material we have covered during the 
semester has already helped me in my teaching.,., 
tlfi found my Piano Training Course a great pleasure 
and a great value to me for my work in the lower grades . " 
tt.This course has been most helpful to me both as a 
course to help my classroom teaching and also as a help to 
my outside activities . " 
t Never have I taken a course from which I have gained 
so much self confidence. I am not musically inclined and my 
sense of pitch and self confidence during my classroom teach-
ing has improved immensely ••• Learning about chords and 
how they are built has helped me to read music rapidly." 
"I would strongly recommend the course; in fact, four 
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TAPE RECORDI NG PROGRAM 
First Part 
(This part of the recording was made following the seventh 
lesson). 
Arpeggio on Tonic chord of C Major 
1. Broken 
2. Closed 
Arpeggio on Tonic chord of F Major 
1. Broken 
2. Closed 
nHere comes the train11 Ada Richter 
(also transposed into Key of G Major) 
"Puppet Waltz" Ada Richter 
(also transposed into Key of C Major) 
"Lullaby" Brenton Folk Song 
(chordal accompaniment used) 
"Dolly 's Lullaby" Grace V. Wilson 
(chordal accompaniment used) 
"Chief Deerface Dances" Ada Richter 
Books used: 
Easier than Easy by Ada Richter 
Elkan-Vogel Co., Inc., Phils_delphia 3, Pa. 
The American Singer (Book I) 
American Book Company, New York 3, N. Y. 
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Second Part 
(This part of the recording was made at the end of the 
semester). 
Arpeggio on Tonic chord of D Major 
l. Broken 
2. Closed 
Arpeggio on Tonic chord of A Major 
l. Broken 
2. Closed 
Arpeggio on Tonic chord of E Major 
l. Broken 
2 . Closed 
Arpeggio on Tonic chord of B flat Major 
1. Broken 
2. Closed 
Arpeggio on Tonic chord of E flat Major 
l. Broken 
2. Closed 
Arpeggio on Tonic chord of F sharp Major 
l. Broken 
2. Closed 
n Silent Night'' 
"Jingle Bells" 
" Jolly Old Saint Nicholas" 

















Adolph Vogel, president 
Bernard A. Kohn, vice-president 
MUSIC PUBLISHERS 
E L K A N - V 0 G E L C 0. 
incorporated 
Wholesale • Retail • Domestic and Foreign Music 
Rittenhouse 6-3150 
Cable address Elkvog 
Miss Rita V. Bicho 
March 10, 
146 Governor Street 
Providence, Rhode Island 
Dear Miss Bicho: 
1712-14-16 Sansom Street 
PHILADELPHIA 3, PA. 
1958 
Relative to our telephone conversation this 
morning, we do hereby grant permission for you to copy 
exactly from our Book Ada Richter EASIER THAN EASY Pages 6, 
8, 14, 18-19. 
I accept your statement this copy is solely for 
you r master thesis which is to be placed in the Library and 
will not be utilized in any form of public consumption or in 
educational work. You will agree to write under each item 
the following: "Permission for reproduction granted by 
Elkan-Vogel Co., Inc . Philadelphia 3 , Pa , copyright owners." 
Very truly yours, 
ELKAN-VOGEL CO., I NC. 
Adolph Vogel 
AV: je 
A IVI E R I C A N 
B 0 0 K 
C 0 M P A N Y 
14 5 
COPY 
PUBLISHERS OF SCHOOL AND COLLEGE TEXTBOOKS 
55 Fifth Avenue,New York 3,New York 
Editorial Rooms 
M~ss Rita V. Bicho 
146 Governor Street 
Providence, Rhode Island 
Dear Miss Bicho: 
March 13, 1958 
We are happy to give you permission to include in your 
master's thesis, "Class Piano as a Part of Teacher Education," 
the following numbers from our AMERICAN SINGER SERIES, 
SECON~ EDITI ON, BOOK I: 
ttLullaby" P. 4 
nDolly 1 s Lullaby" P. 6 
"A Birthday Song" P. 16 
"Gobble" P. 57 
11 The Mulberry Bush11 P. 96 
tt·Looby Loo 11 P. 97 
"Tin Soldiers" P. 12 
We s h ould appreciate the usual c r edit to the series, to the 
authors, and to American Book Company, as you suggest. We 
are certainl y happy to learn of your successful use of t h e 
AMERIC AN SINGER SERIES in your classes, and we are honored 
that you would include references to our series in your 
master's thesis. 
You have our every good wish for success in your Graduate 
work and in your classroom work. 
Sincerely yours, 
Leo Gans 
LG/pl Editor in Chief 
COPY 
CRITICAL APPRAISAL 
1. Students should prepare course evaluations in the light 
of their own contributions to the class . Constructive 
criticism is valuable, both for Instructor and Adminis-
trator . Through your comments, you participate 
actively in helping us to maintain quality standards 
and to plan future programs. 
11. Use one card for each course. Indicate the title of 
the course. Sign the card, if you so desire, and leave 
cards in the box outside Dr. Donovan ' s Office, Room 210. 
lll. Give your evaluation touching on: 
A. SUBJECT MATTER 
l. Evidence that the Instructor knew his 
subject matter. 
2. Value you expected Mld received relative to 
the substance and practicality of the course. 
B. PRESENTATION AND STUDENT-TEACHER RELATIONSHIP 
l. How would you rate the classroom method as 
to discussion-lecture? 
2. How would you rate the classroom method as 
to student-teacher relations? 
G. PLANS FOR THE FUTURE 
1. Would you recommend the course to a fellow 
teacher? 
2. List courses or outstanding teachers you 
would like to see included in the program. 
Summer School -- July 1 - August 9 




TEACHER-TRAINING COLLEGES THAT OFFER SOME 
FORMAL CLASS PIANO INSTRUCTION 
.Appalachian State Teachers College, North Carolina 
Aquinas Col l ege, Michigan 
.Austin Peay State College, Clarksville , Tenn. 
Beaver College, Penn. 
Brigham Young University, Utah 
Carnegie Institute of Technology, Penn. 
Central Michigan College, Michigan 
Central State College, Oklahoma 
Chapman College, Orange, Cal. 
Chico State College, Chico, Cal. 
College of the Holy Names , Cal. 
Danbury State Teachers College, Danbury, Conn. 
David Lipscomb College, Nashville , Tenn. 
Duquesne University, Penn. 
Eastern Oregon College, La Grande, Oregon 
East Carolina College, North Carolina 
Emmanuel Missionary College, Michigan 
Ferris Institute, Michigan 
Florida State University , Tallahassee , Florida 
Fresno State College, Cal. 
Georgetown College, Kentucky 
George Peabody College for Teachers, Nashville, Tenn. 
Gettysburg College, Penn. 
Grove City College, Grove City, Penn. 
Holy Names College, Spokane, Washington 
Humboldt State College, Arcata, Cal. 
Indiana State Teachers College, Indiana 
Iowa State Teachers College, Cedar Falls, Iowa 
Johnson Teacher s College, Vermont 
Kalamazoo College, Michigan 
Keene Teachers College, Keene, New Hampshire 
Langston University, Oklahoma 
Longwood College, Virg inia 
Los Angeles State College, Los Angeles, Cal. 
Louisiana State University, Baton Rouge , La. 
Lyndon Teachers College, Vermont 
Madison College, Harrisonburg, Virginia 
Marlboro College, Vermont 
Marygrove College, Michigan 
Maryville College, Maryville, Tenn. 
Mary Washington College, Virginia 
Mercy Col l ege, Michigan 
Michigan State University, Michigan 
Middle Tennessee State College, Murfreesboro, Tenn. . 
iVlont ana State College, Mont ana 
Montana State University, Missoula, Montana 
Mount Mercy College, Pittsburgh, Penn. 
Northeastern State College, Oklahoma 
Northern Mont ena College, Havre, Mont ana 
Occidental College, Los Angeles, Cal. 
Oklahoma Baptist University, Shawnee , Oklahoma 
Oklahoma College for Women, Oklahoma 
Oklahoma State University, Oklahoma 
Oregon College of Education, Monmouth, Oregon 
Pacific Conservatory of Music , Stockton, Cal. 
Pacific Union College, Angwin, Cal. 
Pacific University , Forest Grove, Oregon 
Phillips University , Oklahoma 
Portland State College, Portland, Oregon 
Rhode Island College of Education, Providence, R. I. 
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Richmond Professional Institution (William and Mary), Virginia 
Sacramento State College, Sacramento, Cal. 
Seton Hill College, Penn. 
Southeastern Louisiana College , Louisiana 
Southern Methodist University, Texas 
Southern Oregon College of Education, Ashland, Oregon 
Southwestern Louisiana Institute, Lafayette, Louisiana 
Southwestern State College, Durant, Oklahoma 
State Teachers College, Edinboro , Penn. 
State Teachers College , Jersey City, New Jersey 
State Teachers College, Kutztown, Penn . 
State Teachers College, Lock Haven, Penn. 
State Teachers College, Lowell, Mass. 
State Teachers College, Mansfield, Penn. 
State Teachers College, West Chester, Penn. 
State University of New York, Fredonia, New York 
State University of New York, Potsdam, New York 
State University Te achers College, Geneseo, New York 
State University Teachers College, Potsdam, New York 
'I'e achers College, Columbia. University, New York 
University of Alaska, College, Alaska 
University of Bridgeport, Bridgeport, Conn. 
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University of California, Santa Barbara College, Goleta, Cal. 
University of California, Los Angeles, Cal. 
University of Idaho, Moscow, Texas 
University of Illinois, Urbana, Illinois 
University of Kentucky, Kentucky 
University of Miami, Coral Gables, Florida 
University of Oklahoma, Oklahoma 
University of Oregon, Eugene, Oregon 
University of Portland, Portland, Oregon 
University of Richmond, Virgi nia 
University of Southern California, Los Angeles, Cal. 
University of Texas, Austin, Texas 
Utah State University, Utah 
Villa Maria College, Erie, Penn. 
Tennessee Agricultural and Industrial State University 
(Sc hool of Education), Nashville, Tenn. 
Western Washington College of Education, Bellingham, 
Washing t on 
Westmini ster College, Penn. 
Wilkes College , Penn. 
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TEACHER-TRAINING COLLEGES 1'HAT OFFER ONLY 
PRIVATE INS1'RUCTION IN PIANO 
Albion College, Michigan 
Bethany Nazarene College, Bethany, Oklahoma 
Calvin College , Grand Rapids, Michigan 
Castleton Teache rs College, Ve rmont 
Catawba College, North Carolina 
Detroit Institqte of Musical Art, Detroit, Michigan 
Gorham State Teachers College, Gorham, Maine 
Grove City College, Penn. 
Hillsdale College, Michig an 
Kalamazoo College, Kalamazoo, Michigan 
King College, Bristol , Tenn . 
Middlebury College, Ve rmont 
Milligan College, Millegan, Tenn. 
Mills College, California 
Northeast Louisiana State College, Louisiana 
Northwestern Sta.te College, Oklahoma 
Northwestern University , Evanston , Illinois 
Olivet College, Michigan 
Rivier College, Nashua, New Hampshire 
State Teachers College, Mansfield, Penn. 
Temple University, Penn. 
Trinity College, Burlington, Vermont 
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University of New Hampshire , Durham, New Hampshire 
University of Rea lands, C alif'orni a 
University of Tulsa, Oklahoma 
University of Vermont, Vermont 
Western Montana College of Education, Montana 
Westminster College, Penn. 
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TEACHER ... TRAINING COLLEGES 'rHAT OFFER A IVIUSIC COURSE 
INCLUDING A LIT'rLE KEYBOA-RD KNOWLEDGE . 
Madison College , Madison, Tenn. 
Mount Saint Mary College, Hooksett, New Hampshire 
Regis College, Weston , Mass . 
Tennessee Poly·technic Institute, (School of Education) 
Cookville, Tenn. 
University of Tennessee, Knoxville, Tenn. 
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'I'EACHER-'I'R.I\INING COLLEGES 'l'HAT OFFER NO 
CLASS PIANO OR PRIVA'I'E INS'l'RUCTION. 
Leins and Clark College, Portland, Oregon 
Mount Angel Women ' s College, Mount Angel, Oregon 
Mount Holyoke College, South Hadley , Mass. 
Newton College of the Sacred Heart, Newton, Mass. 
Salve Regina College, Newport, Rhode Island 
Siena College, Memphis, Tenn. 
Smi t h College, Northampton, Mass . 
State Teachers College, North Adams, Mass. 
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